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In a paper read before the Madras Music 
Conference, 1931, I surveyed the Sanskrit 
Sangita literature from Bharata up to 
Sarngadeva. In this paper. I propose to 
follow up the subject and speak of the litera- 
ture from the time of Sarngadeva up to 
recent or modern times. The sources of 
information for this compilation of mine of 
later Sangita literature, are mainly three. 
Firstly, the Mss. Catalogues of India and of 
foreign countries were gone through and 
names of music works and of their authors, 
with brief descriptions were collected. Since 
I could have access to the libraries at Tanjore, 
Madras and Adyar, I went through complete- 
ly all the Music Ms. works in the Madras 
Govt. Oriental Mss. Library, the Adyar 
Library and the Tanjore Library. 
When I visited‘Poona, I read the music Mss. 
in the Bhandarkar Oriental Institute Mss, 
Library. As regards the works described in 
other Catalogues, I could naturally have no 
access to them and their descriptions are 
therefore very meagre and derived only from 
the descriptive catalogues but are supplement- 
ed or corrected in some cases by a reference to 
the descriptions of the same works in other 
catalogues. The secondig, source of infor- 
mation is the unpublished music Mss. 
works to which I had access. While I was 
going through the Music Mss. in the Madras, 
Adyar, Tanjore and Poona Mss. Libraries. 


I came across a number of writers and 
works quoted in each of those works; this gave 
me a long list of authors and music 
works. Thirdly, the commentaries on the 
Sanskrit dramas and Alankara works have 
furnished me with a small list of music 
works. The commentary of Raghavabhatta ` 
on the Sakuntalam, of Ranganatha Dikshita 
on ‘the Vikramorvastyam, of Kumara- 
swami on the Alankara text called Prata- 
parudriya have quoted some music works 
which have also been gathered here. 


I have tried, as far as possible, to find out 
the exact date of the works and :authors. In 
certain cases, however, I could give only the 
century in which the work was written and 
in some other cases, only the upper and lower 
limits of the dates of some works. I have 
arranged the works in the order of their 
dates. A more interesting classitied arrange- 
ment can be made. Works have been pro- 
duced in a group or in succession, in parts 
of North India, in Orissa, in Andhra proper 
and at Tanjore. While these facts are men- 
tioned then and there, I have not arranged 
the works in such a geographical manner. 
Closely related to the geographical classifica- 
tion is another, which may be held very 
necessary. It is the division of all these 
works into older ones dealing with the com- 
mon music of India and later ones, again 


sub-divided into works ‘of the Hindustani and 
Carnatic schools. This is surely shown then 
and there but I have not made a classifica- 
Aion on that principle. 


I have first treated of regular works, then 
given those works of which the dates are 
not known and, finally, I have appended a list 
of fragments and tracts. In this collection are 
some works, the names of whose authors are 
not known and some authors, the names of 
whose works are Jost. The works noticed 
are of varied nature. There are some which 
completely deal with Sangita, (i.e.,) of Gita, 
Vadya and Nrtya. There-are some which 
omit the last and certain others which omit 
Vadya also. Among works dealing with 
Gita only, there are works treating of Ragas 
only. I have also noticed works on one single 
branch like Tala and on one Vadya, as for 
instance Mérdanga only. A few modern, Sans- 
krit music works are also noticed to give 
a completeness ‘to this account of later 
Sangita literature. The regular works here 
noticed number about 120. 


Sarngadeva. 1210—1247 A. D. 


The Sangita Ratnakara of Sarngadeva 
is the most well-known Sanskrit Sangita 
treatise and its place in Sangita literature 
resembles that of the Kavya Prakasa of 
Mammata in Alankara literature. The work 
is not original but is the only standard work 
known for long and largely drawn upon and 
borrowed by all later writers for whom it 
set the model. Hence also its similarity to 
the Kavyaprakasa. The work is edited in 
the Anandasrama Skr. series in two volumes 
with the commentary of Chatura Kalliaatha. 


Sarngadeva belongs to a Kashmirian 
stock and to the family of Varshagana Rishi, 
His geneology is thus given by himself. His 
grand-father was one Bhaskara who migrated 
to the South from Kashmir and his father 
was Sodhala who attached himself to the 
court of King Singhana Deva of modern 
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Doulatabad, who ruled from 1210—1247 
A. D. Thus Sarngadeva flourished in the 
first half of the 13th century. Sarngadeva 


himself was employed under the King in the 
office of Royal accountants, for he refers to 
himself often by the ttle sftacorrquft: | 
He was thus the Accountant-General in 
Singhana's court. 


A number of earlier authorities are referred 
to by Sarngadeva. At the beginning of his 
work a list of them is given and in the body 
of the text also many are quoted. Sarnga- 
deva is learned in all branches of learning. 
From the S. Ratnakara itself, we learn that 
Sarngadeva wrote a Vedantic work called 
Adhyatma Viveka. In music and Natya 
Sastra, Sarngadeva is very learned. He 
bases himself especially in the last chapter 
on Nartana on Abhinavagupta’s commen- 
tary on the Natya Sastra of Bharata. Many 
verses here simply put Abhinava’s words in 
verse-form. Sarngadeva refers to himself 
often by the title Nissanka—‘ the doubtless’. 
He means that his scholarship in music is so 
thorough that he has no doubt on any point. 
He has invented a Veena also with this name 
‘Nissanka.,' 


Commentaries 


The importance of the work is also known 
from the many commentaries upon it. Next 
perhaps to Bharata’s Natya Sastra, itis the 
only music work on which other music 
scholars have written commentaries. ‘The 
best commentary seems to be that of 
Chatura Kallinatha, called the AKalanidht, 
which, by virtue of its prevalence and popu- 
larity, was very early published along with 
the text in the Anandasrama series. 


Another commentary is by King Simha- 
bhupala, a well-known Alankarika, Of this 
valuable work, only the portion on the 
Svaradhyaya is avilable. It has been pub- 
lished from Calcutta. Even copies of this 
printed portion are rare. 


A third commentary is by King Kumbha- 
karna of Mewar, who has written other 


works in music alse. 


Oppert notices a commentary on this work 


in Vol. I. of his Catalogue cf Sanskrit Mss. 
in South India—No. 6258. The commen- 
tary is called amataracaferar. The 
‘author of this Chandrika on the Ratnakara is 
not known. 


There seems to be another commentary by 
a brahmin named Kesava. We know of its 
existence from Govinda Dikshita’s Sangita 
Sudha. The S. Sudha says :— 


Amga Hai a gA- 


aA an ser A AZET | 
NATH ACTT STAT} | 


sR uum 1 
gai epetnatae wea 

dma Sera—alesareat | 
Argani Faa aai 

TATA TISTATAT VAT i| 


p. 442, Adayar Ms. 


The Sangita Sudha vehemently remarks 
about the usefulness of the Ratnakara which 
it says, contradicts, makes no sense and Is 
insufficient. Similar caustic remarks are 
also passed by Govinda Dikshita on the 
commentaries of Kallinatha and a new 
commentator called Kesava. More of this 
Kesava and his commentary 1s not known. 


The Catalogue of Skr. Mss from Guja- 
rat, Karachi, Sind and Khandes, describes 
on p. 274,'a commentary on the Ratnakara 
by one Hamsabhupala, which is evidently 
a mistake for Simhabhupala, who has already 
‘ been mentioned by me. This mistake 1s 
repeated in the introduction to the Anandas- 
srama edition of the Ratnakara, where we 


find Hamsabhupala counted as a separate and 
additional commentator. - 


The Bikaner Catalogue has entered, 
wrongly, as another new commentary, only 
an unidentified fragment of Kallinatha’s 
Kalanidhi. 


According to the information I have from 
Mr. Ramakrishnakavi, there are two more 
commentaries on the Sangita Ratnakara, one 
named Kaustubhe and the other, a mere para- 
phrase of the text. 


Besides the Sanskrit commentaries above 
noticed, there is a commentary on the 
Ratnakara in Hindi called Setu by Ganga- 
ram, a good Ms. of which is available in the 
Tanjore Library. (6598 a). 


In Tamil, we have a metrical version of 
the Sangita Ratnakara and a part of it is 
available in the Tanjore Library. (Tamil cat. — 
of the Tanjore Library, No. 634 b). This 
Tamil verston of the Ratnakara is also 
quoted in another half-Sanskrit and half- 
Tamil Natya work of a very late date called 
the Suddhananda Prakasam. 


Ragarnava. 


Earlier than 1300 A. D. 


There isa work of this name quoted by 
Somanatha in his Regavibodha and by 
Damodara in his Darpana. Its author is 
not known. I have not come across this 
name in any Catalogue. 


As will be seen in the course of this article, 
the Ragarnavea is used for the compilation 
of a small section on music by Sarngadhara 
in his anthology called the Sarngadhara 
Paddhati. This anthology isa productian of 
the first half of the 14th century. Its 
compiler Sarngadhara is taken as the grand- 
son of one of the preceptors of King 
Hammira, whom we will presently speak of 


as the Chowhan king of Mewar and author of 
a music work called Sangita Sringara Hara, 
The date of Hammira is 1283 A. D. (Vide 
Introduction to the Gaekwad edition of Rama- 
carita, p. 8, by Mr. K.S. Ramaswamy 
Sastriar). Therefore the Ragarnava is earlier 
than 1330 A. D. 


There 1s also some evidence to make us 
guess that the Ragarnava, though often 
uoted independently as a separate work of 
that name, is only the chapter on Ragas in 
Nandikeswara’s big work, Bharatarnava, 
dealing with dance and music completely. 
All the chapters of the Bharatarnava are 
called by the name of ‘Arnava’ and the 
Ms. of the Bharatarnava of Nandikeswara 
in the Tanjore library calls the Natya chapter 
by the name Natyarnava. 


Sangitarnava. 


_ Besides the above said Ragarnava, there is 
-a separate. and independent work, dealing 
with music and dance called Sangitarnava. 
This work is quoted on atopic in dance, by 
Appalacharya in his Sangita Sangraha 
Chintamani. (Adayar Library Ms.) Narayana 
Sivayogin’s Natya Sarvasva Dipika also 
quotes this work. (p. 34, Ms. of the Bhan- 
darkar Institute, Poona). 


The Sangita Sringara Hara of King 
Hammira—1283 A. D. 


Among the numerous works quoted by the 
well-known music writer Bhava Bhata, we 
have one called Sringara Hara or Sangita 
Sringara Hara. A Ms. of this work is des- 
cribed in S. R. Bhandarkar'sReport of Raja- 
putana and central India Mss. (pp. 54 and 
92-93). 


THRE SIN FAST 
actif ARARE: | 


We hear of three Hammiras, one of whom 
is a Mahomedan king. Leaving him, we have 
Hammira, a Chowhan king, of Mewar, men- 
tioned by his son Allaraja alias Mallaraja, 
in his Alankara treatise called Rasaratnadi. 
pika. This Hammirais a man of letters and 
is celebrated in the Hammiramahakavya of 
Nayacandrasuri. Nayacandrasuri gives 
Samvat 1339 or A. D. 1283 as the date of the 
beginning of reign his hero Hammira. 


In the list of kings of Mewar itself, we 
come across a Hammira, who is mentioned 
by king Kumbhakarna of Mewar, as the 
grand-father of his grand-father, in the 
beginning of his commentary Rasikapriya on 
the Gitagovinda. Kumbha reigned from 
1433-1468, In the Rajputana Gazatteers, 
Vol. II-A, Mewar Residency, Hammira is 
assigned to A. D. 1364 and this fact, as also 
the fact that his son and successor, according 
to this Gazateer, as well as the geneology 
given by Kumbha, is not Allaraja but is` 
Khet Singh or Kshetra Simha makes it im- 
possible for us to identify the two Hammiras. 
Perhaps it is this ancestor of Kumbha that 
wrote the Sangita Sringara Hara. 


The following writers are referred to by 
Hammira :— 


(i) Jaitrasimhanarapati. Of this royal 
writer on music we know nothing more. In 
the lists of this same dynasty of the Guhilots 
of Mewad, to which Hammira and Kumbha 
belong, there is a king named Jaitrasimha 
whose time is 1213 A. D. (Vide p. 153. 
Vaidya’s Medieval Hindu India, Vol. IH, 
p. 153). 


(ii) One Vikrama is mentioned and he 
may be identical with the Vikrama found 
in the list of music authorities given by the 
Sangita Makaranda. 


Gi) Simbhana. This King may be 
Simhana I, of the latter part of the 11th, 
and the commencement of the 12th centuries 


or Simhana II, A. D. 1209—1247. Both of 
them are Yadava Kings of Devagiri and the 
latter, ie, Simhana II, is the patron of 
Sarngadeva, author of the S. Ratnakara. It 
is likely that Hammira refers to this patron 
of Sarngadeva. 


(iv) King Ganapati. This King is most 
likely the well-known Kakatiya Ganapati, 
King of Warangal. He is well known for 
his patronage of arts and letters. We do not 
know if he himself has written any work on 
Natya or Sangita. Perhaps itis only asa 
patron that he is mentioned by Hammird. 


Under Ganapati flourished Jayasena em- 
ployed in the elephant department of his 
army—Gajasadhanika. This Jayasena wrote 
a work, chiefly on Natya called the Nritta 
Ratnavali. This Nritta Ratnavah is avail- 
able in the Tanjore library. In the beginning 


of chapter V, Jayasena gives the date of his. 


patron, Ganapati. 


earat area ae HIS AIAR | 
wat wag ag wa-arn-afy-aric: 
(4355) H 


Axran soz x % x 


y. 


xX * 


: x x 
aafaa s Raa anaa i 


aggies AFAT TAA AAT It 
Pp. 169-170, Tanjore Library Ms. 


Transcribed volume. 


This Kali 4355 gives us the date of Gana- 
pati as C. 1253 A.D. Therefore the date of 
Hammira’s S. Sringara Hara may be 
between 1253 and 1364 A. D. 


(v) Jayasimha. He is also a king, one of 
the more than one Jayasimhas found among 
the Chalukyan kings. 


It is perhaps after this king Hammira, 
author of S. Sringara Hara that the Raga 
Hammir of North India is named. 


Gopala Nayaka—1295-1315 A. D. 


Stories are told of Gopala Nayaka, of his 
great musical talents and of how he was 


called upon by the Sultan, his patron, instigat- 
ed by a rival, to sing the Raga Dipak, 
while singing which, in neck-deep water in 
the Jumna, fires shot up and consumed him. 


Vidvans say that he was a South Indian 
and the name also confirms it. He was taken 
along by Alaudin Khilji. (1295-1315 A. D.) 
Mr. Isvariprasad, author of Medieval Indta, 
assigns Gopala Nayaka to the 14th century. 
He is said to have had frequent discussions 
on music with Amir Kusuru, poet and musi- 
cian. (Med. Ind., p. 542). 


The Chaturdandi prakasika mentions him 
twice from where we have to suppose that he 
was most renowned in the singing of Chatur- 
dandi, i.e., Gita, Prabandha, Thaya and 
Alapa, which word also he must have popu- 
larised. 


t. rene arfradieare atarearas: | 
aagi wad afar a a tear i 
SI. 51, Chap. II Cha. D. Pra. 

2. Marara vet aft a Hea | 
yakasi Fal Warsaw: i 


IX. 5. Ibid. 


Perhaps Gopala Nayaka was also called 
by the word agyr. But bcth the refer- 


ences are now obscure to us, 


Kallinatha, very much earlier than Venkata 
makhin, quotes a passage in the name of 
Gopala Nayaka from which it is clear that h 
wrote some treatise besides having been un- 
rivalled master in the practice of the art. 


car R mamaxa availa E) 
sretm (0) ang MIRR AAA 
afera uanga srqfasarqaarers 
aeaa aada sqareqaat: Aif- 


arfafa gagang The meaning is not very 
clear. It appears that Kallinatha’s reference 
makes out Gopala Nayaka as having composed 
songs. 


The Section on Music in the Sarnga- 
dhara Paddhati. C. 1300—1350. A. D. 


The Sarngadhara Paddhati is a well- 
known Sanskrit anthology which coatains a 
collection of select Sanskrit verses on all sub- 
jects. The date of Sarngadhara is the 13th or 
the first half of the 14th century. He is the 
grand-son of Raghavadeva who was one of 
the precepto-s of King’ Hammira just now 
spoken of. (1283 A. D- (Vide p. 8. 
Mr. Ramaswamy Sastry’s Introduction te 
Ramacharitra. (XLVI Gaekwad series). 


One of the subjects compiled in this 
anthology is music. It is the eighty-first 
subject and is given as Gandharva = sastram. 
In the end, Sarngadhara says that the section 
was compiled mainly from Ragarnava, as we 
have already said. 


The Music-section extends from Sloka 
1942 to 2328, giving thus a brief account of 
music in 386 Anushtubh slokas. (pp. 290-309, 
Peterson's Edn.) 


Contents :—lIt first gives a brief description 
of Nada, from which it passes to Suzra and 
Raga. Then sixfeatures of good singing 
are given : 


get AC: - ai AT TATA | 
gegem a cea Masa N 


Then follow the definitions of Vaggeyakara, 
Sishya, Gayana and mention of the flaws of 
a musician, after which are taken up composi- 
tions—Salagasuda, Dhruvaka. Mantha and 
Pratimantha, etc. Sixteen Dhritvas are then 
enumerated, dehned with the Tala, number 
of Padas, Rasa, etc., foreach of them. Then 
follow similar treatment of Manthaka, 
Pratimanthaka and Eka Tali (of three kinds). | 


The next subject is Suddha suda Giti, after 
which Rupaka, seven Gamakas, and Pratyan- 
tara are described, Sarngadhara then takes up 


_ Svaras, Gramas, Jatis and Ragas. He names 


36 Pravartaka Ragas. 


Ly 
ay azfang ARRU: FEIT | 


The subjects which follow are gana, 
varnaprastara, laghu guru pluta lakshana 
and tala prastara. Finally there is a small 
and interesting section culled from Ayurveda 
about medicinal prescriptions to aid or better 
one’s voice and singing. The section ends 
with the mention of the sources: 

LAL UMNA SMAA: ATTA | 

The music portion is from Ragarnava; 
the Dhruvas from works on metrics; the medi- 
cines from Ayurveda. 


The Sangita Sudhakara of Haripala 
Deva. 1309—1312. A.D. 


The Madras Government Oriental Mss. 
Library has a work on music and Natya called 
Sangita Sudhakara. (Triennial Catalogue, 
1910—I1 to 1912—13; R. 779, containing 
two chapters; and Triennial catalogue 1919— 
20; to 1921—22; R. 3082, containing, the 
rest, Chaps. 3—6) The Adyar Library has 
it, as also the Tanjore Library. 


The author is one Haripaladeva, a king, 
He gives his geneology and glory in the in- 
troductory verses. His grandfather was one 


Somanatha. The name of his father is not 
legible. It is found as Kumiri. Haripalg 


had the title * anaga’, was a prolific 
writer, author of a hundred works. He says 
of himself— 


amat tara ARR Ba waar: waq | 


He was master of the theory and practice 
‘of music. 


a afranha 
miata asada | 

SAMA ARlACITHTeT 
SIATA RAJAMA: || 


He calls himself qtoraeat fear iT and pro- 
ficient in composing in six languages. 


qgar rara cagoeaniten rean 
ars aa yt Rrercefeer sar Rri gaan | 


| 


\In the beginning of the first chapter, he 
sđys that he once went to the holy Sri Ranga 


in the Chola land to worship Sri Ranga-` 


_ Matha. He was entertained there by a band 
of Natas, Nartakas and Gayakas at whose 
request Haripala taught them his treatise on 


music and dance named Sangita Sudhakara\ 


naa raraea ARAR: | 
AUMPGUE KA TAGHAAT: i 
Aemini w altars: JATA: | 
sites Aarra Amin ARTA ı 
CANTATA: ALAARMTART:: 


x A x 


(qa) Haare anaa Ararat 
wanvataataea: zaenda: | 
maar a AKAGTATHT | 
aaANATs waegaTT HATA, | 


The colophon to the work runs thus : 


fe faanaatesie Razah 
AHA IAHR Way ATEU | 


The last verse of this work praises the 
author thus: 


Me: gefsaeang agÙ yea 

mà Reaal fa) antes sama k 
wail 

Aal aaRS: JUAT ARANJE: 

am eR: sat aA PTAR N 


He is thus called King Hari also and 
perhaps it is he who is referred to in the 
following verse in an anonymous work on 
music and dance in the Madras Orienta 
Miss. Library : 


araa gifami aA areratazai | 
EEA afad cityast i 


(Ms. No. 12987). 
The Harindra referred to by the Sangita 
Sudha may also be this same Haripaladeva 


sera, farang kaag- 
ANTHEA! TURAL | 


p- 330, Vol. I, Adyar Ms. 


\This Haripala may be identified as the last 
of 'the Yadava rulers at Devagiri, the son-in- 
law of Ramachandra. | The date of Rama- 
chandra is 1271-1309% A. D. and that of 
Sankara, his son, is 1309-1312 A. D. Haripala 
ruled between 1312-1318 A. D. In 1318 A. D. 
Mubarik, who was ruling at Delhi, caught and 
killed Haripala of Devagirt who was rebel- 
lious. (R. Sewell, Acrh. Survey of India 
Vol. II, pp. 254-5. See also Vaidya’s Med. 
Hindu India and Isvariprasad’s Med. India.) 
C. Mabel Duff however calis this last Yadava 
King as Harapala (p. 215, Chronology of 
India), and Bhandarkar also gives the name as 
Harapala. (pp. 167-8, Vol, IIJ, History of 
Deccan—collected works of Bhandarkar). 
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There is a Chalukyan king named Haripala, 
in the family of the Chalukyas of Anhilwad. 
If we identify the author of the S. Sudhakara 
with him, we have to take this music work 
back to C. 1150 which is his time. Mr. 
M. Ramakrishna Kavi opines that the author 
of the S. Sedhakara. Haripala, isa Chalukyan 
King.“ 

The Sangita Sudhakara is in six chapters. 
It deals with Natys in Chap. I, with Tala in 
Chap. II and with Vadya in chap. HI. Chap 
IV is devoted to drama and Rasa. Chap. V 
begins to deal with music proper from Sruti 
to Suddha ragas. This chapter is called Raga 
lakshana. The VI, the last chapter, is Praban- 
dhadhyaya with a small section on Gayaka 
lakshanam. 

Sri Vidyaranya’s Sangita Sara, (1320- 
1380 A. D.) 

‘Vidyaranya is a well-known figure 
in Sanskrit literature of South India and 
in the early history of the kingdom of 
Vijayanagar. That he has also written a 
work on Music is known from the following 
references ih the Sangita Sudha of Govinda 
Dikshita : 

EGG | 
P. 442, Adyar Ms., Vol. I. 
Having given some Ragas, the S. Sudha says 


that it gives some more from the work of 
Sri Vidyaranya. 


aniztagiamina aenaran- 


ARET: | 
MOT WNL sgam Gara 
METSA THT |i 


: P. 444, Adyar Ms., Vol. 1. 

From his work are given 15 Melas and 50 
Ragas, which Govenda Diksita says, came to 
be in greater vogue since the time of 
Vidyaranya, the “fortune of the Karnataka 
Kingdom. °’ l 


ence of such a work. 


eneg eaaa LETTE: 
agaaga AEN: | 
aqi wat: qaa AST: 
HAT AZEMASTAATA: N 
From the above references in the S. Sudha 
of Govinda Dikshita we can clearly see that 
the classification of the Ragas into Melas js 
very much older than Ramamatya, author of 
the Svaramelakalanidhi. Mr. M. S. Rama- 
swamy Ayvar. on p. ixi of his Introduction 
to his edition of the Syaramelakalanidhi, trieg 
to make Ramamatya the discoverer of the 
Mela scheme. I think the references on the 
subject to Vidvaranya in the S. Sudha, given 
above, will make Mr. M. S. Ramaswamy 
Ayyar revise his opinion. 


Again, in the 3rd. Chapter—ggara;—(p. 
722, Vol. H, Adayar Ms,) of the S. Sudha, 
Vidyaranyasricharana and his S. Sara@ are 
mentioned, ‘The work is referred to here as 
containing clear descriptions of various kinds 
of Gayakas. On p. 821, (masqara, IV) 
Vidyaranya is quoted by the S. Sudha on the 
Prabandha called Biruda. 


A Ms. called Sangita Sara is described in 
the catalogue of the Bikaner State. (p. 526, 
Ms. No. 112). The Ms. is dated Samvat 
1563 or 1506 A. D. and is described as a com- 
pendious treatise. It is not known whe- 
ther that Ms. represents Vidyaranya’s 
S. Sara or is only the unimportant, anony- 
mous S. Sara which the Sangita Nara- 
yana and other Orissa books quote and 
which is a treatise on the North Indian 
Music. 


The Sangita Upanishad and S. U. Sara 
of Sudhakalasa (1323 and 1349 A. D.). 


We come to know of a work of this high 
sounding name of Sangita Upanishad 
from its quotation by Bhava Bhatta. From 
p. 274 of the Catalogue of Ms., from 
Gujarat, Karachi, etc., we learn of the exist- 
We sea there that the 


Sangita Upanishad is the basic text and 
S. U. Sara is the author's own commmentary 
thereon and that both of them are available 
at Ahmedabad. Two Mss. of the work under 
the single combined name, ‘ Sangifopanishat- 
sara’, are described also on pp. 328-9 
of the Bikaner Catalogue. (Mss. Nos. 1126, 
1127). The first Ms. contains only two chap- 
ters on Ragas and Talas. 


(areata ara fredtat sears: 
We know the author asa Jain, by name 


Sudhakalasa from the colophon which runs - 


thus : 

afa «= s- aw@arftasaqusaatstez erra- 

e, e 4 

aratiieaaraarara Agana a aA 
sanaa gia Ana AIRNE- 
SATT: | 

The teacher of the author i3 given as one 
Rajasekhara Suri and the sect of the author 


is seen to be Jain from the word Maladhari 
which seems to the name of a Jatn sect. 


The work is in 6 chapters dealing with 
music and dance. 


In the last verse of the last chapter we are 
also given the date of the work by the author 
himself. 


aganRagaa armiha | 
ee = kN 
paagi aat aria IRR I 
That is, the basic text, the S. Upanishad 
was written in Samvat 1380 or 1323 A. D. and, 


the commentary, Sara, upon it in Samvat 
1406 or 1349 A. D. 


Simhabhupala’s commentary on the 
Sangita Ratnakara., (C. 1330 A. D). 


Simhabhupala is a South Indian King who 
ig very well known in Natya-Alankara litera 
ture through the work Rasarnava sudhakara 
attributed to him, but really perhaps written by 
his court poet Visvesvara. He was however 
considered so learned that as an Alankarika 
he was referred to by some as Sarvajna. He 
was a King of the Rechalla dynasty which 


Z 


‘quote a treatise on Natya Sastra 


ruled the country between the Vindhyas and 
Srisaila, with the capital at Rajachalam. His 
date is C, 1330 A. D. 


This Simhabhupala, just a century after 
Sarngadeva, wrote a commentary on the 
latter's S. Ratnakara. Like his work on 
Natya-Alankara, this work was also known 
as Sudhakara. The Svaradhyaya, 1e. the first 
chapter of his commentary alone has been 
published. Of Dakshaprajapati and other 
writers quoted in this work, I hav e spoken in 
my previous paper on “Early Sangita Lite- 
rature“, A complete copy of the Ms. of this 
work is described as available in the Report 
of the I] tour for Skr. Mss. in Rajputana and 
Central India in 1904-5 and 1905—6 by 
S. R. Bhandarkar, M. A. (Vide p. 534). 


Vasantarajiya Natya Sastra. 
(Earlier than the 14th century). 


Nandilla Gopa, in his commentary on the 
drama, Prabodha Chandrodaya, Kumar- 
swamin, in his commentary on Prataparu- 
driya, an Alankara work, his father Malli- 
natha, in his commentary on the epic of 
Magha and Sarvananda on Amarakosa 
called 
Vasaniarajiyam. Katayavema’s commen- 
tary on the Malavikagnemitra of Kalidasa 
also quotes trom this work. The commentary 
on Kalidasa’s Sakuntala by this same Katya- 
vema (Tanjore Mss. Library; New Cat, Vol. 
VIII No. 4306) gives us some information 
about this Vasantarajtya in the introductory 
verses. 


yaa nada anA aT ATL | 
Trent aanas areal aN 


ata amaaa garia | 


AMA IRANI ATAIATAATAAT Il 


Thus Vasanta Raja alias King Kumara- 
giri wrote the Natya work bearing his name 
It was he that asked Katayavema to com- 
ment on the three dramas of Kalidasa. 
Katayavema flourished under him as his 


minister. The time of this King of Kumara- 
siri is not definitely‘ ascertainable. The work 
must be earlier than the 14th century. 


Sangita Vidya Vinoda 
(Earlier than the 14th Century). 


The above mentioned Katayavema, in his 
commentary on the Malavikagnimitra 
(P. 7, Nirnayasagar Edn) quotes a work on 
music by name Sangita Vidya Vinoda. The 
verse quoted praises Siva as embodying in 
himself Lasya and Tendava and is perhaps 
the Mangala Sloka of the chapter on Nartana 
in this work. I have not met any notice of 
this work or any Ms. of it. We can say that 
the work is earlier than the 14th century. 


The work is quoted also in a work called 
Natya Sarvasva Dipika, also known as 
Adi Bharata of Vamanandayogin—a Ms. of 
which is available in the Mss. library of the 
Bhandarkar Oriental Institute, Poona 
(37th sheet) 


Sri Vidyachakravartin's Bharata 
Sangraha 
(Beginning of the 14th Century). 

In the beginning of the i4th century 
flourished a writer of immense scholarship in 
various branches, under the patronage of 
King Vira VaHala IH. His name is Sri 
Vidya Chakravartin and he was a great 
Saivacharya and an Alankartka. In his com- 
mentaries on the two Alankara treatises, viz., 
the Kavyaprakasa of Mammata (Triv. Skr. 
Series, p. 378)and the Alankara Sarvasva of 
Ruyyaka (Madras Oriental Mss. Library Ms. 
p 146) he quotes a work of his on Bharata 
dance and music, called Bharata Sangraha. 

His patron Ballala III, ruled between 129] 
and 1342 A. D. 


Rajakandarpa 
(Earlier than the end of the 14th Century.), 


We do not know why a work on music is 
called Rajakandarpa. Perhaps it is so named 
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after the name of its author, whose identity ł 
have not been able to make out. As a writer 
on music, he is quoted by Mallinatha, in his 
commentary on SI. 40, Canto VI., Kumara- 
sambhaca, on the definition of Karana, a 


kind of beating in the playing on Mridanga, 


Cg raremsaqenga: aTa: | 
aah WAHT To 

zuateamawar sanaan A | 

eni ara tra: aerfa maaa tt cf a 


Later than Mallinatha, Arunagirinatha 
another commentator on Kumarasambhava 
quotes Rajakandarpa in this same place. 
Mallinatha is assigned to the end of the 14th 
century and Rajakandarpa must be earlier. 
How much earlier, it is not now possible 
to decide. 


Vemabhupala’s Sangita Chintamani 
(End of the 14th 
century and the beginning 
of the 15th). 


Vemabhupala alias Vira Narayana was 
a Komati King who is well-known to students 
of Sanskrit literature as the patron of the poet, 
Vamana Bhatta Bana and the hero of the 
poet's prose work, Vemabhupala charita. The 
King is credited with an Alankara work 
called Sahitya Chintamant, a commentary on 
a Saiva work and a commentary on the 
Amaru Sataka. 


Vemabhupala was a Kondavidu Prince and 
flourished about the end of the 14th and the 
beginning of the 15th centuries. He produced 
a music work called Sangita Chintamani, a 
companion to his Sahitya Chintamani and 
perhaps, the real author of both the works 
was his courtpoet Vamana Bhatta Bana. 


Two Mss. of this work, one up to twelve 
chapters and another incomplete, are availa- 
ble in the Trivandrum Palace Library. (Triv- 
Cat. p. 80. Nos. 1415 and 1416). 


The Sangita Chintamani and The 
Sangitamrta of Kamalalochana 


From the above S. Chintamant of Vema- 
bhupala must be distinguished a work of the 
same name mentioned by T. Aufrecht in his 
cat as described in K. 96. (Keitlhornn’s 
Cat.) The author of this S. Chintamani is 
-one Kamalalochana and from Aufrecht’s 
Catalogue we come to know that this Kamala- 
lochana wrote another music work called 
Sangitamrta. 


The Tanjore Sarasvati Mahal Library 
contains a fragment of a Ms. named Sangita 
Chintamani. (Burnell Cat. 11569¢: New Cat. 
10715). The work is in bad Sanskrit. It 1s 
not identical with Vema’s work but may be 
Kamalalochana’s S. Chintamani. 


According to a note in the beginning of the 
Ms. this Ms. contains the SAT, 
the first chapter only. Many writers request 
God Siva to give out the Gita Sastra and he 


begins: xoy Maaa afer sorg- 
mtfžaą: | The colophon runs thus.— 


eft atagiatsearmat anda 


TIAR ary TIRSS: | 


Gopendra Tippa Bhupala’s Taladipika 
1423—1446. A. D. 


Gopendra Tippa Bhupala is well known 
in Skr. Alankara literature as the author of a 
commentary on Vamana's Kavyalankara 
Sutra and Vriti. He is a king of the Saluva 
dynasty and belongs to the former half of the 
15th century. He was the brother of Saluva 
Tirumalaraya who ruled asa Vijayanagar 
viceroy at Tirumalarayapuram near Karaikkal. 
According to Dr. S. Krishnaswamy Ayyan- 
gars ‘Sources of Vijayanagar History’, 
Gopendra Tippa isa King of the Salava or 
second Vijayanagar dynasty. “He was the 


il 


Governor under Devaraya I] (1423—1446 
A.D.) and later, in the vigeroyalty of Mulba- 
gal.” The time of his grandfather Tippa is 
Saka 1352—64, (ie.,) 1430—1442 A.D. and of 
his father Gopa Saka 1352, (.e.) 1430 A. D. 


The Madras and Tanjore Mss. Libraries 
contain copies of a work of this Gopendra 
Tippa on the Tala branch of Music, called 
the Tala Dipika. (Mad. Library: Trien. Cat., 
1910—li to 1912—13, R. 770; Tanjore 
Burnell Cat., p. 60 b.) The Tale Dipika is a 
small work in three chapters. 


(2) aiats RAs: (2) Shreve Bae: 
(4) mia seareriafreqery | 


The colophon of the work runs thus :— 


ett argaaarrergforararren aana- 
arene afinitenyrsed NE- 
afta miasta haaa RETIR- 
cory | i 


The author quotesi in this work Bharata, 
Sailadin, i.e. Nandikesvara, Hanuman 
and Sarngadeva. A work called Chudamani 
is quoted and criticised and most likely, it is 
King Pratapa’s S. Chudamant, already des- 
cribed by me in my paper on “ Early Sangita 
Literature.” The copy of the Taladiptka in 
the Tanjore library contains a Telugu gloss 
upon it called Sangifadipika. 


In one of the introductory verses to his 
commentary on Vamana’s Alankara 
Sutras, Gopendra Tippa says that he had 
already written a work on Tala, which does 
not seem to be the Taladipika under notice 
and in addition to it, a work on Natya, which 
we have not yet been able to secure. 


NAY aaa ag R Amaga T: 
Rasam azaacoramate Arat: 


Sl. 8. 
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The Tala work is sałd to bea composition 
of songs on Siva illustrative of all the Talas. 
Perhaps these songs are found in the Taladi- 
pika itself. 


Chatura Kallinatha 


(Commentator on Ratnakara. 
A.D.) pe 

-Chatura Kallinatha is well-known as 
the author of the commentary, Kalanidhi, 
on the S. Ratnakara of Sarngadeva, the 
only commentary now available to us com- 
pletely in print. In the introductory verses 
in his commentary, Kallinatha describes the 
Karnata Desa lying between the Kaveri and 
Krishna rivers, Vidyanagara or Vijaya” 
nagar on the banks of the Tungabhadra and 
the Kings who ruled\there. The following 
Kings are mentioned.— 


1446-1465 


Vijaya, I. (1442-1423 A. D) 


| 
Devaraya IJ, (1423-1446. A. D.) 
| 


Immidideva. 
(alias Mallikarjuna Raya) 


(1446-1465. A.D.) 


(vide Sls. 5-9). 
Then Kallinatha describes himself, giving 
his geneology thus: 


Sandilya gotra 


Tuttaleavara 


Lakshmidhara alias Lakshmanacharya 
| (married Sri Narayani) 


Kallinatha (S1. 10). 


Kallinatha flourished under King Im- 
midideva who ruled in the middle of the 
15th century. He was thus a contempo- 


rary of the author of the Tiruppuhazh 
Sri Arunagirinatha. He refers to 
himself as aattasitazaa. The colo- 


phons mention his titles as Abhinava 
Bharatacharya: Rayabayakara, i.e.. Raja — 


Vaggeyakara and Todara Malla. 


Kallinatha is relied upon and quoted by 
many later writers hke Somanatha, Tula- 
jendra and others. He shows his learning in 
many branches of learning, besides music 
and Natya. He quotes the Bhagavat Gita, 
Vagbhatacharya (medicine), Ayurveda, Bha- 
mati, the commentary of Vachaspatimisra 
on the Sutra Bhashya of Sri Sankara. 
charya, Haradatta the grammarian, Chan- 
doviciti and Vritta Ratnakara (two works 
on metre) Nirana (sivagama) and two 
Alankara works, Kavya prakasa and Bhava 
prakasa. 


Among writers and. works in the field of 
music he quotes on Ragas a large portion of 
the music work Aumapatam which was 
noticed by me in my -paper on “ Early 
Sangita Literatnre ”. (Vide the previous issue 
of this Journal). In the commentary on the 
Nartanadhyaya, he similarly gives a large 
extract from Kohala’s Sangita Meru which 


-work was also noticed by me in the above 


said paper. Matanga and Bharata are 
often quoted. Other writers and works quot- 
ed by him and of whom I have spoken in my 
paper on “Early Sangita Literature”, 
are YogaYajnavalkya, YajnavalkyaSmrtt , 
Visvavasu, Tumburu, Kohala (these 5 
quotations on the number of Srutis are repro- _ 
duced by Tulaja) Nandikesvara, Vena, 
Dantila, Kambalasvatara, Kasyapa, Yash- 
tika, Aumapatam and Arjuna. Abhinava- 
gupta and his great commentary on the 
Natya Sastra of Bharata are quoted. As 
noticed above, the famous Gopala Nayaka 
is once quoted. 


King Kumbhakarna 
(1433—1468 A. D.) 


[Reference was made to this writer under 
Sarngadeva and Hammira. He commented 


on the former's S. Ratnakara and was born 
in the family of the latter. Kumbhakarna or 
Kumbha Rana was a ruler of Mewar— 
zq. He is a master of musici and 
Bharata and has made solid contributions to 
the literature of both. 


Most wellknown among his works is his 
commentary called Rasikapriya on the$Gita 
Govinda of Jayadeva, which is printed by 
the Nirnayasagar Press. In the introductory 
verses in this commentary, Kumbha gives his 
ancestry. He belonged to a race of Dvijas of 
whom the royal saint Bappa was the 


greatest. They were called Guhilas. 
Hammira was the next greatest ruler. (See 
also Rajaputana Gazetteers, Vol. II-A, 


Mewar Residency). 


Hammira—greatest of Mewar Rulers, 
died in 1364 A. D. 


Khetsingh—(Kshetra Simha) 
Lakka—1382-97, A. D. 


Mokal—a son by another wife, 1397- 


1433 A. D. 


| 
Kumbha—1433-1468 A. D. 


(See also : Maharana Kumbha, by Harbil- 
as Sarda,M.L.A.). King Kumbha was as great 
a scholar as he was a ruler. He defeated the 
Gurjara king, the Yavanas and the Mlecchas 
and crowned himself as king of Chitrakuta, 
He refers to one Rohini as his sweetheart. He 
is the husband of the famous saint, Mira Bai. 
In the very big colophon at the end of his 
commentary on the Gita Govinda, “he has 
titles which praise him extravagantly as the 


very embodiment of Nada—WMARATZ. He is 
referred toas faamata, aaa- 
amiaeanta etc. From many other refer- 
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ences in the introductory verses to each canto, , 


we see that he could sing well. 


From the evidences*in his Rasikapriya on 
Gita Govinda, we learn that he wrote a stup- 
endous work on Natya, music, drama and 
dance called Sangita Raja. This work is 
quoted twenty-one times. Two of the quota- 
tions give the author as Kumbha. 


2. “an a agaaa — 


aena: gire: are A wira Efra | 
qaq Aad ata: ATA: peN u 


x “ana afaa 


arfrara: wana. manusena: qÈ | 
TRAIT JA aTSUEATE: TATA: | 
wa: Henze gR N 


From these quotations of Sangita Raja, we- 
see that, in the Prabandhadhyaya of that 
work, Kumbha has examined and des- 
cribed the songs in the Gita Govinda, which, 
when he laterly wrote a commentary on the 
Gita Govinda, he quoted. We are also able to 
gather that Sangita Raja is a big work, 
schemed out on the model of Bharata’s 
Natya Sastra, and treating of all the sub- 
jects dealt with by Bharata. Sangita Raja is 
quoted on Alankara, on Metres, on Rasas, 
etc. The chapters are called Ratnakosas- 
Rasaratnakosa, etc. The chapters on Rasa 
and Nataka becam: important and were 
current as separate works. (Vide my article 
on this work in the Annals of the Bhandar- 
kar Oriental Research Institute, Vol. XIV. 
Parts IJI and IV., 1932-33). The first 
chapter of this Sangita Raja called the Path- 
ya Ratnakosa is available in the Ms. library of 
the Bhandarkar Ori. Institute. (No. 365 of 
1874—80). The Ms. contains 23 sheets and 
treats of Language, Sanskrit and Prakrit, 
Pada, Vakya and some topics of music. 
The IInd Chap. can be made out as dealing 
with metres. 


The S. Raja is otherwise known as Sangita 
Mimamsa and it ts iw accordance with it that 


Kumbha is called agadiniaraiaaa tt 


A complete Ms. of this great work is described 
by Keilhorn in the Central Provinces Cata- 
logue (K. 96) and the work is thus available 
in the Central Provinces. 


Besides these two music works, viz., the 
Sangita Raja and the commentary on the 
Gita Govinda; Kumbha 1s known to have 
written a commentary on the Sangita Rat- 
nakara also. Part of the Ms. of this work is 
said to‘have been seen by Mr. M. Rama- 
krishna Kavi who says that Kumbha quotes 
Kallinatha. 


In the Rastkapriya,a fourth music work 
by Kumbha is also mentioned, viz., agta- 


HASNT. 


afama aia Wet: Wl 


P. 63, Nir. Sagar Edn. 


These may be the four works in Sangita 
‘which the above referred to Gazetteer of 
Mewar mentions as having been written by 


Kumbha. 


The Ananda Sanjivana of Raja 
Madana Pala 
(Earlier than 1528 A. D). 


The Bikaner Catalogue is our source of 
knowledge, regarding the existence cf a 
work on music called by a rare kind 
of name, Ananda Sanjivana written by 
some king named Madanapala (p. 509, 
Ms. 1090. Bik. Cat) This work treats o- 
Ragas and other music-subjects, like instrut 
ments and of dance also, 


The Ms. above noticed is dated Samvat 


1585 (ie.), A. D. 1528: Therefore the work’ 
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itself is earlier than the first quarter of the 
16th century. 


The Sangita Suryodaya of 
Lakshminarayana 


(its quarter of the 16th century). 


This is a work on music produced in the 
court of King Krishnadeva Raya of Vijaya- 
nagar. The author, Lashminarayana was 
a protigee of the famous royal patron of Arts 
and Letters. The work is available in Mad. 
Govt. Ori. Mss. Library (Trien. Cat., 1922-23 
to 1924-25 R. 4516). The introductory 


verses describe the city, Vidyapuri, (ie), 
Vijayanagar, King Nrsimha, his son 
Krishnadeva Raya and his conquests, The 


author gives his own geneology as follows: 


Bharadvaja Gotra 


Kesavamatya=Gouramamba, 


Bhandaru Vitthala = Rukmini 


I 
Laksminarayana alias Lakshmana. 


His guruin music was one Vishnu 
Bhattaraka. Like Kallinatha and Rama- 
matya, he was also a Rayabayakara and 


Todara Malla. Rayabayakara isa corrup 
tion of the Skr. name = - tpaparataHTey Rovai 
musician, expert in singing and composing. 
qapy¢ isan Apabhramsa for ZAAPIT 4-6., 


atqargare which means qipapa. Says 
the Sangita Sudha in Chap. HI.— 


aa a tay a aula wana 
qn: HATA SRT | 

TPIT nT- 
gegen: fares atta: 1) 


aar airaa g tg- 
az an afd agfa | 
ary gata magia arg 
atiaazagared ata ti 


alga agaaa wets 
atà AZANIA, | 

aaa SIRT AIRIATAT 
qaaa aF 


Pp. 713-4. Adyar Ms. 


The following are the relevent introductory 
verses giving the author’s family. 


-A agian aan aa (ag) 

Ra žuaaraad: 

aa PRANAT ATASAST 
fASBITAT TTT: | 

agma efasifa seaga 
aT 

zenama si safe ala 
aa: waaay WEA Nt (2) 


isà Megana acanaaagrh- 
antoa aaia | 


$ $ S E 


qa gonan 
pea wearer N 
agilamaaeraen fargar: 
Aaz: 
erat gaans- 
nena gAn 
qai fanaa Aa eA: 


HAST AAT 


aaant 


his other 
Hamaz named aiacha (available in 
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agûanganaa ARa: 
agmagaiaa: | 
The Colophon runs thus: 
afa aa agea acsrefagear- 
aaa qenfafaarara maaar Meng 
Seaghan aa 
agaga garadi fata: | 


The work is in 5 chapters, treating of 
dance also. The contents are: 


Chapter I. 


Marg: 
n ILO qrareara: 
» HL geia: 
» IV. Cyarsareavaya: 
N V. AEREN: 


Krishnadeva Raya ruled between 1509 and 


1529 A.D., and this fixes the date of the 


work. 
Ragadipika 
-A work of this name, without the name of 


its. author, is quoted by Lakshmidhara in 


his work called Bharata Sastra Grantha 
which we shall notice presently. The work 
must be earlier than the 16th century which is 
the date of Lakshmidhara, protigee of 
Arivitu Tirumalaraya of Vijayanagar. 


Ranga Lakshmi Vilasa. 


The same work of Lakshmidhara, as- also 
work, a commentary on the 


the Madras and Tanjore Mss. Libraries) quote - 
a work of the name Ranga Lakshmi Vilasa 
which deals with Raga, Tala and Natya. The 


Sruti Ranjini quotes it twice. 


Vamadeviyam. 


A similar work belonging to a period earlier 
than the 16th century and quoted in the above 
said Lakshmidhara’s Sruti Ranjini is a 
work called Vamadeviyam, which is quoted 
on the dance called Charana. 


ALOT TTT g arazara— 
CGI TTT RT ateregit arà ete. 
P. 9a. Tanjore Ms. 
Perhaps some Vamadeva wrote it and the 
werk must have dealt with music also. 


The Bharata Sastra Grantha of 
Cherukuri Lakshmidhara 
16th Century. A. D. 


I read a work of this name in the Bhandar- 
kar Institute Mss. Library (No. 40 of 1916-18- 
30 Foolscap pages). The author is not given 
in the Ms.. but I found out its author as the 
above said Cherukuri Lakshmidhara when I 
read afterwards Lakshmidhara's Sruti Ranjini 


on the Gita Govinda in the Tanjore and 


. Madras Libraries. 

The Ms. copy of the Bharata Sastra 
= Grantha in the Bhandarkar Institute Library 
seems to be irregular. 


The work deals with Natya and Music. It. 


quotes some Alankara works like Kavya- 
prakasa and Kavikantha pasa. 
works quoted in tt are :— 


aettererattt.—the work of King 
Kanan i mafya; iii. CAnTST of 
Mananni of which we have already 
noticed. On Rasa. Bhavaprakasa and 
Rasakalika are quoted. A new work 
on seasons, their characteristic sports 


and Ragas called saqsttarfaaH and the 


author's other work, a commentary on Pra- 
sanna Raghava are quoted. It also quotes 
a Natya work, Ranga Lakshmi Vilasa, 
noticed by us above, 


In the Sruti Ranjini commentary on the 
Gita Govinda written by Cherukuri 
Lakshmidhara, the same abovementioned 
works and the author’s own commentary on 
Prasanna Raghava are quoted. (Burnell 6672 
and 6677; New Cat. Vol. 16, Nos. 10935-6) 
The Sruti Ranjini is attributed by its author 
to his patron King Tirumalaraya. The 
work gives the following Kings at the begin- 
ning. 


The music | 
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Araviti Bukka 


| 
Ramaraja 


Srirangaraja= Tirumalamba 


Tirumalaraya 








| . | : 

Ramaraya Venkatadri 

Lakshmidhara was a native of the village of 
Cherukuri in Guntur district. 


Gita Prakasa 
(First half of the 716th century) 


The Sangita Narayana and Sangita 
Sarani, two works in the Madras Mss. 
Library quote often a work called Gita 
Prakasa. This Gita Prakasa also is com- 
pletely available in the Madras Mss. Library 


but, since the Ms. is in Oriya script, I could 
not go through it. The Sangita Narayana 


- quotes it often: 


(2) Raser a tqneacacui afer 


(2) It is quoted on P. 44 as opining i 
it is the Raga Desapala which is called 
Kedara. 

(3) Itis quoted on the three Avayavas or 
parts of a Prabandha: & fate MaI- 
aa IaH) mesane Baa 
mF: | 

(4) On p. 59. King Narayana says that 
the writer Harinayaka has given the defini- 
tions of. many difficult Prabandhas in his 


work and that the illustrations for these can 
be had in the Gita Prakasa. 


(5) On p. 84,a songin Mallara Raga is 
quoted from the Gitaprakasa. This quota- 
tion is valuable. From these quotations we 
infer that the Prabandhadhyaya of this work 
is most valuable. This particular song in 
Mallara Raga is valuable as indicative of the 
time of the composition of the work. The 
song closes thus : 


‘aga Hoth aathtaurratacaat 
WHITATIETA | Etc. 


From this it is clear that this work also 
was produced under the patronage of a 
Gajapati King of Orissa Ganga Dynasty, a 
predecessor of King Narayana. Krishna- 
dasa isa composer whose songs are given in 
the Prabandhadhyaya of the Gita Prakasa. 
Krishnadasa was a contemporary of 
Sri Chaitanya. 


The Sangita Sarani of Kavi Narayana 


quotes a agaaitaaang in gesn, called 
faaagi, composed by one Ramananda 
Kavi Raya, as found in Gita Prakasa. 
‘alate war aaar grash am etc. 
The song closes thus: 
wag aana aa 
afacta afamaz | 


This Rudra is Vira Rudra Gajapati, the- 


Utkal. King, contemporary of the famous. 
Krishnadevaraya, whom the latter defeated 
and whose daughter the latter married. 


Ramananda, author of the above song was 


his court poet. He was also, like Krishna- 
dasa, a contemporary of Chaitanya. There- 
fore the date of Gita Prakasa is between 
Rudra Gajapati and Chaitanya and Narayana 
Gajapati, i.e., between the first quarter of the 
16th century and the end of the 18th century. 

The contents of the work (Mad. Ms. Trien. 
Cat. 1919-20 to 1621-22. R. 3176d.) : the work 
is in 15 chapters which are as follows: 


(2) waeaeern (x) gariem (3) 
atare (3) atenorrart: (%) 
avant: (4) gafan (9) atau. 
faare: (¢) qafe (R) gasai (to) 
aasad (22) arfa: (23) areare 
(33) ariar (t) arasan, (2's) 

=| 


Mr, Suryanarayana Rao of Bangalore gives 
in his history of Vijayanagar that Pratapa- 
rudradeva of Orissa, whose daughter was 
married by Krishnadevaraya ruled between 


1504 and 1532 A. D., whereas R. D. Banerji 
a 


i? 


Sastry, in his history of Orissa, gives 1497 
A.D., as the date of his accession and that 
he ruled up to 1541 A.D.’ Prataparudradeva 
was a pupil of Sri Chaitanya who lived long in 
Orissa. Ramananda Raya (Kavi) whose 
composition we noticed above, was an officer 
under Prataparudradeva. He was Governor 
of Rajamahendra and was himself also a 
follower of Lord Chaitanya. Besides bis 
musical compositions, Ramananda wrote a 
Skr. drama called Sri Jagannatha Vallabha. 
Nataka and several other minor works. 
(Journal of Bihar and Orissa Research, Vol. 
VI, 1920, pp. 448-53). | 


‘Ramamatya’s Svaramelakalanidhi 
7550 A. D. 


Ramamatya, contemporary of Rama 
taja of Vijayanagar, flourished in the 16th 
century. He wrote the work at Rama Raja's 
request. He was the son of Timmamatya 
and enjoyed lordship over Kondavidu. More - 
of him and his work need not be spoken here 
in view of an edition of his work, Svaramela- 
kalanidhi, with introduction, etc., made avail- 
able to us now by Mr. M. S. Ramaswamy 
Ayyar in the Annamalai University publica- 
tion series. 


According to the colophon at the end of the 
work, it was finished in 1550 A. D.} 


In Sl. 27,-Chap. I, Ramamatya mentions 
one Kallappa Desika. as his Matamaha, 
maternal grand-father and this Kallappa is 
perhaps identical with Kallinatha, though 
the dates of the two do not allow us this 
identification. In Sl. 4, there is reference 
through paronomasia to the Kalanidhi of 
Kallinatha on the Ratnakara. | 


There are three editions of this work ;. an 
old South Indian Edn., an Edn. with Marathi 
notes by Mr. Bhatkande and the one recently 
brought out by Mr. M. S. Ramaswamy Ayyar 
for the Annamalai University. | | 


The Works of Pundarika Vitthala. 
7590 A. D. 


The Bikaner Catalogue describes three 
works of Pundarika Vitthala, Raga 
Mala, Raga Manjari and Sadraga- 
chandrodaya. All these three works are 
available in print. The Sadraga chandro- 
daya is called wrongly as Shadraga chan- 
drodaya in Bikaner Catalogue which con- 
sequently describes the work as defining 6 
primary Ragas. The S. R. Ch. mentions in 
the last verse that Vitthala belongs to the 
village Satanurva near the hill called Siva- 
ganga in the Karnataka country. 


suit Jaagt haara araqateat at 
amaaa ag hag aage 
[ears | 


etc, 


He isa brahmin of the Jamadagnya Vamsa 
and all the colophons to his work specify him 
as Karnata Jatiya. The introductory verses 
of the S. R. Ch. (Sls 2—6) give information 
about Vitthala’s patron. Vitthala flourished 
in the court of a Mahomedan King, Burhan- 
khan, of the Pharaki family which ruled 
between 1370—1600 A.D. at a city called 
Anandavalli in Khandes in the south. 
father and grand-father of this Burhankhan 
are given as Tajkhan and Ahmedkhan. 


The S.R. Chandrodaya is in three chapters 
called eqeqatg:,2avaerarg:, wefara4e:. 


The Raganvala is another small work of 
Vitthala on Ragas which, he says, he wrote 
for one Kapilamuni. 


gst agga A anida | 
Serhan aa carter IN 
The Bikaner Cat. ms. of this work has an 


additional verse, at the end of which Vitthala 
gives his mother as Nagamba. 


The- 
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amsaa: favachraant 
Rza sede Fart 


aay ratet canna 
aor Hart RÈ | 


The Raga Mala has an easier vernacular 
version called Sugama Raga Mala written 
by one Kalyana Kavi who flourished under 
the brother of Madhavasimha, viz Mana- 
simha. This is also printed. 


The Southerner Vitthala latterly went to the 
north. His third work, Regamanjars praises 
Akbar under whom were two brothers, 
Madhavasimha and Manasimha, kings of 
the Kacchapa Vamsa. The Ragamanjari 
was written for Madhava Simha, a devotee of 
Vishnu whose geneology also Vitthala gives 
in the introductory verses. 


{Kacchapa Vamsa—King Bhanu—Bhaga- 
vanta Dasa-~Madhavasimha and Manasimha. | 


The Ragamanjart is a small work on 
Northern music in two chapters on Svara 
and Raga. Among Ragas, Vitthala gives 13 
new Parasika Ragas in the end. 


Besides these works, two more works are 
attributed to him viz Degfaarqg and ata- 
gq (IJACAURT Perhaps both are identical, 
The Tanjoe library contains a work of 
Vitthala in three chapters, dealing with music 
and dance, bearing three names on the cover- 
sheet, ě qamis, weatag (J) ANRT 
and aåafàda.- This work is not printed. 


Somanatha’s Ragavibodha. 
1609 A. D. 


The Ragavibodha of Somanatha is print- 
ed and a Mahrathi gloss on it is also avail- 


able in print. It received the attention of 
scholars very early, there being an English 


translation of it and some treatment of it in 
Europe also. The text of Somanatha with 
an English translation was printed also by 
Mr. K. B. Deval in “Sanskrit Research, 


Bangalore, Vol. I, nos. 3 & 4, under the name, 
‘Theory of Indian Music as expounded by 
Somanatha’. It has now been edited with 
a voluminous introduction and a translation in 
English by Mr. M. S. Ramaswamy Ayyar of 
Madras but this edition’s omission of Soma- 
natha’s own commentary on his text is 
regrettable, 


In Slokas 3 and 4, Chap I, Somanatha 
gives some information about himself. His 
family, himself and his father, had the title 
cagak, ‘well-versed in all arts’. His 
grand-father is mentioned as Menganatha 
and father, Mudgala Suri. 


The work is in four chapters fae 


yienh, Adaa, 


and WNAF. The third chap. deals the 
Ragas and the fourth with some more Ragas 
more elaborately and in the order of the time 
when they should be sung. The work isin 
Arya verses, accompanied by a commentary 
of the author himself. Somanatha draws 
mostly upon Sarngadeva and Kallinatha 
whom he mentions often. Other music 
writers quoted by him are Matanga, Kohala, 
Hanuman, Umapati and Parsvadeva. 
One noteworthy work quoted by him twice 
in chap. 4and which we have noticed already 
is the Ragarnava. : 


~ Somanatha is learned in branches of know- 
ledge other than music also. The Kavya- 
lankara of Rudrata aad the Kavyaprakasa 


of Mammata, two Alankara works, the 
Madhaviya Nighantu, the Kosas, Amara and 
Vatjayantt and the chandas of Pingala are 
quoted by him. 


Somanatha gives the date of the composing 


of his work at the end thus: agaeerferfersrftt- 


ABATE i. e, Saka 1531, or A. D. 1609. 


S. R. Bhandarkar’s catalogue of Mss. in the 
Deccan College (XIX. 1. p. 430. Ms. No. 276) 
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mentions a Ms. called Raga Vibodha Viveka 
and describes it as a commentary on Soma- 
natha's R. V. There ig no: separate com- 
mentary on the R. Vibodha by another writer 
and the commentary above noted is nothing. 
but Somanatha’s own gloss on his verses. _ 


The Sangita Sarvasva of Jagaddhara. 
(Between the 14th and the 17th centuries), 


Jagaddhara is a well-known writer who has 
written a commentary on the Alankara work 
of Bhoja, Sarasvati Kanthabharana and — 
commentaries on some dramas like Bhava- 
bhuti’s Malatimadhava. Scholars assign him 
to the time between the 14th and the 17th cen- 
turies and his definite date is not yet known, 
He has produced, besides, a Sivastotra. 
He is the son of Ratnadhara and Damayantika 
and is known asa Natyayika also. He held 
some office called Dharmadhitkaranika 
under some king. From a quotation by him- 
self in his commentary on Bhoja’s Sarasvati- 
kanthabharana, we learn that he was 
proficient in Music and Natya and produced 
a treatise thereon called the Sangita 
Sarvasva. 


aa nagaadA ayu paa 


Vasudeva’s commentary on the drama, 
Karpuramanjart of Rajasekhara (p. 5), 
Rucipati’s commentary on Murari’s drama, 
Anargha Raghava (pp. 300, 302) and Ragha- 

vabhatta’s commentary on the Sakuntala of 
Kalidasa quote the Sangita Sarvasva. 


Kesava. 


All that we know of this writer is that he 
was a commentator on the Ratnakara and 
that he flourished before 1614 A. D., the time 
of the Sangita Sudha which is the sole source 
of our knowledge regarding this writer. See 
above under S. R. and the commentaries 
upon it, 
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 Harindra. 
A similar writer known to us from a men- 


tion in the Sangita Sudha is Harindra, | 


_of whom also more is not known. See above 
under Haripala and below under Sangita 
Sudha. 


The Sangita Chandrika of Madhava 


Bhatta.—Eariter than 1614 A. D. 


The Sangita Sudha now and then refers to 
a Bhatta Madhava and his music work, 
Sangita Chandrika. 


fran agtaaznrent 
afa a werfeanrarer | 


p. 442, Ad. Ms. Vol. I. 


The Sangita Narayana quotes a Sangita 
Chandrika: on p. 25, the Murti of Soma- 
raga; p. 43, Murti of Madhyamadi and 
p. 44 Murti of Kedar. This Sangita Chan- 
drika seems to be a different work. 

_ The Tanjore library contains a Ms of 
Madhava Bhatta’s Sangita Chandrika. 
(T. V, no. 373, Tanjore library). The author 
is described as qerar — a citizen 
of Benares. Its author is known from the 
following passage in the text and from the 
colophon. | | 


Matanga is quoted in the text. The con- 
tents of the work are :— 


my aRar etc. (2) ua, ama and 
area R) ara ware and qrt. 


The Sangita Chandrika of Madhava 
Bhatta is not later than 1614 A. D., the date 
of the Sangita Sudha which mentions it. 


Tanappacharya :1600 A. D. 


In the-Chaturdandi Prakasika of Venkata 
Makhi we have one Tanappacharya 
referred toas follows: 


ed as the Parama guru, i.e. 
of Venkatamakhi. 


ag: AIAN: MANA: | AaTTA | 
I. 157. 
The following two more references were 
kindly given to me by Brahmasri Subrah. 
manya Sastrigal of Tanjore. 


2. Inthe Alapa Prakarana we find— 
TAEI THAT | 
ASTANA SETA BETRAS: | 

3 In the gaaat, we find him mention- 

Guru's guru 


saamast garaian | 

OTH! GELAT AAA: II 

adani carn cagenrsarca: | 

SAL SRANI SHIA ata a: | 

From these we see that Venkatamakhi 

follows Tanappacharya, that Tanappacharya 
is his Guru's guru and that he perhaps wrote 
some work also. 


It is traditionally handed down that 
Tanappacharya is Venkatamakhi’s guru, 
The introduction to the Sangita Sampradaya 
Pradarsini of Ettyapuram, gives him as the 
guru of Venkatamakhi, the author of the 
Chaturdandiprakastka and as a northerner 
atathar. Some say that heis only a 
songster and that he Is none else than the re- 
nowned Tan Ussain of Akbar’s court, who | 
is believed to be a convert to Islam. There is 
nothing in the dates of Akbar, Tan Ussain 
and Venkatamakhi to go against the identi- 
fication of Tanappa and Tan Ussain. 


The text of the Chaturdand: clearly men- 


_ tions him as the author’s Parama guru ie. 


guru's guru, And if none else than his father 
Govinda Dikshita is the guru of Venkata- 
makhi, we do not know how Govinda 
dikshita makes no mention of Tanappa in his 
S. Sudha. 


Another opinion, held by Mr. P. S. 
Sundaram Ayyar of Tanjore is that 
Tanappa is none else than Venkatamakhi's 


own father and author of the Sangita Sudha, 
Govinda Dikshita. This view of his is ex- 
pressed in his University lectures. (Vide 
p.` 159, Journal of the Madras Music 
Academy Vol II, 3). 


Scholars are aware of Bhava Bhatta and 
his works. He was a protigee of Anupa 
Simha, King of Bikaner who ruled between 
1674 and 1709 A. D. His nupa Sangita 
Vilasa mentions that he had a grandfather 
named Tana Bhatta. Tanappa, grand- 
teacher of Venkatamakhi may be identical 
with him. 


The Sangita Sudha of Govinda Dikshita 
1614 A. D. 


Though the Sangita Sudha is knownas a 
work of King Raghunatha, it was really 
Govinda Dikshita, the minister of Raghu- 
natha and his father Achyuta who wrote it. 
He attributed it to his patron and king. 
This is plain, as has been pointed out in an 
article by Pandit S. Subrahmanya Sastri of 
Tanjore, in an article on Venkatamakhi 
and his twelve notes in the Journal of the 
Madras Music Academy. (Vol. Ii no. 1). 
The following evidence is found in the Ms of 
the Chaturdandiprakasika and this has been 
quoted in the preface to the Sangita 
Sampradayapradarsini also. In the Veena 
prakarana, Venkatamakhi says that he 
will reproduce certain verses from his father's 
work, known by the name Sangita Sudha- 
nidhi. 


agai a agtarmariatatia gA n 
PASTA YNS ILTA | 
AMAA we MAANEN ara N 


Ch. D. Pra. I. 146—7. 


The context is the description of the 


Raghunatha Mela Veena and after these verses, 
three Upajati verses are reproduced from the 
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Sangita Sudha. From this reference we are 
to infer that the Sangita Sudha of Govinda 
Dikshita was also known as the Sangita 
Sudhanidht. 


In state affairs, public benefactions and 
contributions to culture, great is the name of 
Govinda Dikshita alias Ayyan. Those inter- 
ested in his life may look up Mr. Venkates- 
vara Ayyar’s book on Govinda Dikshita. 


Thanks to the untiring services of 
Brahmasri Subrahmanya Sastri and 
Sundaram Ayyar of Tanjore, this valuable 
work is now being printed in the Journal of 
the Madras Music Academy. 


The work opens with a historical pre- 
lude in 77 verses which forms valuable mate- 
rial for the historian of the Nayak kings of 
Tanjore. The geneology of king Raghunatha, 
the number and kinds of charities made by 
each Nayak king and other details are des- 
cribed. - The literary productions of king — 
Raghunatha viz. 
dha, Valmikicharita kavya, Achyutendra- 
bhyudayam (a historical kavya about his own 
father) Gajendramoksha, Nalacharitakavya 
and Rukminikalyana yakshagana are men- 
tioned. Then Raghunatha’s proficiency in 
Music, his creation of new Ragas, Talas and 
of a new Mela, are mentioned thus :— 


AAPAAATTATA-TAT- 
qaaa aaa | 
eettatrat aqariqaed 
faq > i 
fkg casa zaq- 
arai aR mere | 
A Aq ARAMA 
ARNAI TIAL RN | 


We need not doubt this great scholarship 
of Raghunatha. In the historical poem on 
him named{Sahitya Ratnakara (published in 


Parijataharanapraban- — 
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the Madras University Journal) by ason of quoted. The rare names in the above list are 
this Govinda Dikshita, named Yagnanara- Kesava, commentator on Ratnakara and 
yana Dikshita, the first Veena performance Harindra both of whom we have already 
given by Raghunatha before the state noticed. Harindra is referred to in the follow- 


ndhis father is described at length. ing verse: 


Vidvans a oe 
Canto VI. Sls. 1—42. 
| | uana Aaen Rk: aR- 
Raghunatha : — pa i pea = atmgzmmag: goftara, | 
other Ragas and namanan aand other 1 alas. i r 
He devised a Mela with his name, in which ARTI aeath a aa da 
could be played all the Ragas. This is taken as ACaATATAA antat i ete. 
the basis by Mr-Sundaram Ayyar of Tanjore E Pp. 330. Vol, I. Ad. Ms. 


who, as an enthusiast of Govinda Dikshita 

and his Sangita Sudha, says thatthe 72 Mela- We have suggested above that this 
karta scheme found in the Chaturdande ofhis Harindra, who is referred to as a recent writer 
is really the work of Govinda Dikshita. How (argia) like Sarngadeva, as a contrast to 
is it then that Venkatamakhi says that he Mat Sadasi b i 

i 2 Melakarta scheme ? ian ia r pir Pane, cee King 
invented the 74. Haripaladeva, author of Sangitu Sudha- 

kara. 


Then the work gives its extent and scope 
! The Chaturdandi Prakasika of 


thus: Itis in seven chapters: 1. aUe: 


i. carte: iii. sairat. (Here Vaggeya- = Venkatamakhin—7620 A. D. 
kara, Gandharva, Gayana etc., are defined ; 
Sarira, Gamaka, Brinda etc., are also dealt Venkata Makhin alias Venkatadhvari 


with). iv. waagt y aT@t: vi avatf® and Venkatesvara Dikshita is one of the 
vii. waa. Natya, Rasa etc., are here com- sons of the above-mentioned Govinda Dikshi- 
prehended. But in all the Mss. of the work ta, author of Sangita Sudha. He was a 
that are available to us, we do not have the great Mimamsa scholar and has contributed to 
text after the Prabandhadhyaya i.¢., the that Sastra a commentary on Kumarila viz., 
fourth chapter. The remaining portion con- the Vartikabharana. The famous poet and 
taining the chapters on Tala and Nartana minister at the Madura Nayak Court, 
are not found out yet. Nilakantha Dikshita, is a pupil of his. This 
Venkatamakhin wrote a treatise on music 
The workis written in beautiful Sanskrit called the Chaturdandtprakasika. Though 
and for the polish and grace of language, there produced in the Tanjore palace, no Ms. of it 
is no other music work to stand beside it, 1s found in the Sarasvati Mahal library at 
Many Sastrakaras like Kumarila, Udayana, Tanjore and for long no Ms. of it could be 


Vedanta Sutrakara, Mahabharata, Vama- found. It was all hearsay and rumour. 
na, Bhamaha are mentioned. Among Venkatamakhin was considered as the syste- 


writers on music, Durga, Dattila, Sadasiva, matiser of the Carnatic music, as the author 
Sardula, Tumburu, Narada, Nandin, Hanu- of the 72 Melakarta scheme and his work was 
man, Kohala, Matanga, Bharata, Sarngadeva, highly thought of. Everybody wanted to 
Parsvadeva (many times ; see chap. III. p. 753. secure it and have a look at it. A scholar here 
Vol. I1. Ad. Ms) Somesvara ip. 834) Arjuna, and one there, was reported as having a frag- 
Vidyaranya, Bhatta Madhava, Umapati, ment ofit. Now Mr. T. L. Venkatarama 
Kesava, Kallinatha and Harindra are Ayyar of Mylapore, with the aid of 


Mr. Dikshitar of Ettayapuram secured a 
Telugu paper copy of the Ms. and prepared 
a Devanagari copy from it, with an idea to 
publish it. Recently a press copy of it has 
been prepared by Brahmasri Subrahmanya 
Sastri of Tanjore andthe Madras Music 
Academy is publishing the work. Mr. Bhat- 
kande had already published portions of it, 
having copied those portions from the above 
noted Telugu Ms, 


Scholars who have now gone through the 
work hold diverse views, while there are not 
wanting Vidvans who stand and swear by 
it. A severe controversy over the subject raged 
in the Literary Supplement of the Hindu be- 
tween Veena Vidvan Subramanya Sastrigal 
and Dr. Srinivasa Raghavachariar. (Vide 
Hindu Literary Supplements : Dec. 20th and 
26th, 1932.—Karnatc Music-~The import- 
ance of standards). The former pointed out 
deviations and argued for attuning the system 
again to Venkatamakhin's Chaturdandi which 
he described as “the foundation on which 
the edifice of South Indian Music is built.” 
The latter questioned this statement and 
expressed his view that the author of the 
Chaturdandi had more presumption than 
knowledge in music, Others there are who 
speak more vehemently of Venkatamakhin 
and his scheme of 72 Melakartas. In his 
work, Venkatamakhin says that he devised 
the 72 Melakarta scheme, that it is absolutely 
above reproach and that not even God Siva 
could improve upon it. 


saan Capena \ 


> satel - aidai: L 
kerla daf? AMNA Tat RAT 1 
SL. 90, 
a Ramn neata ste IAA | 
a RaR a NS TT Bat faak: U 
92. 


that 
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The work as availakle to us now does not 
contain the end of the penultimate chapter 
and the whole of the last chapter. Chapter I 


gives the following as the contents of the 
work : 


neat ateaiteagiargariirat | 

ar Amar swtarHceT AA: tl 
CACTHCT TAT AZAR AA: | 

TA TUAHCOTSIIT HTN BATT I 
BATHS Ala MAIR Aa: N 
TIANA THC ZIRAN Ta? I 

qarar sAn: | 
I. Sls. 1-4. 


The end of the 11th chapter, Prabandhas, and 


the 12th chapter-Talas, are lost. Some of 
the authors quoted in the work are Bharata, 
Sarngadeva, Narada, Matanga, Somes- 
vara, Gopala Nayaka and Ramamatya. 
Of these the last, the author of the 
Svaramela Kalanidhi is very strongly criti- 
cised. The following are a few samples of 
the language of the onslaught on Rama- 
matya ` 


aunt R fanfaterare tat Agh: | 

“IV. 167. 
acer Prater un aA vaste at | 
QUA ata Tyaratshs gers | 


He says that Ramamatya could not under- 
stand what a shepherd will understand. 
Scholars opine that such harsh criticism is 
unwarranted, especially in view of the fact 
music must have changed since 
Ramamatya’s time. The same sane view has, 
to be adopted in regard to the worth of thé 
Chaturdandi also. It is said that this work 
is not usetul for the music now obtaining 
among us and that the real work relevent for 
our purpose is a work of one Govinda, which 
we will presently notice. 


Of Gopala Nayaka mentioned by Venkata- 
makhin and of Tanappacharya, - the Parama: 
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guru of Venkatamakhin, we have spoken. (See 
above.) 


Now to the name of the work which is a 
‘rare kind of name in Sanskrit Sangita litera- 
ture. The name means an exposition of 
Chaturdandi and the word Chaturdand: is 
explained by a passage in Tulaja’s Sangita 
Saramrta which borrows largely from the 
Chadurdandi Prakasika. The reference, 
which was kindly given to me by Brahmasri 
Subrahmanya Sastrigal of Tanjore says that 
Chaturdandi is tour forms of singing viz., 
afta, TAP, ST and ISTA- The line in the 
Saramrta is “iaaa ateta T 
and these are the main subjects treated of by 
Venkatamakhin. The word seems to sail in 
the same boat as “Vaggeyakeara.” The famous 
Gopala Nayaka must have been very famous 
for the singing of Chaturdand:; for in the 
IXth. Chapter, Sl. 5., Venkatamakhin says : 


daara AT ais a RENA | 
gataguaggiteaat (VÀ F) 
WATSAUNTR: |l 


(The emendation is by Brahmasri Subra- 
manya Sastrigal of Tanjore). Earlier, the 
word occurs here.— 


amaa agird Hae shen: | 
Mr. Ramakrishnakavi says that the word 
Chaturdandi occurs in early works and that it 
means not the above said four aspects but the 
four parts of a Raga, Saal, Asan, MNS 
and AME and the following verse on the 


same was given by him to Mr. Subramanya 
Sastrigal : | 


mafkar qia (2) derà g agfa: | 
Sara aA a ar nRT 
—-agzosifa atm: agr Radea: 1 
The Chaturdandi was written about A. D. 


1620. It was not a production during 
_ Raghunatha’s reign which began in A.D. 1614. 


The Chaturdandi Prakasika was perhaps 
written in the reign of Raghunatha’s succes- 
sor, Vijaya Raghava Nayaka who prompted 
the writing of it. The colophon in the Ms. of 
the Chaturdandi Prakasika bears out this 
fact. 


aega Aware yore dita groar 


dite ad agiram ara 
= + ky 

Air THT AJR, | 

Vijaya Raghava Nayaka ruled up to 
about A. D. 1672. The Sangita Saramrta 
of King Tulaja, a Maharata ruler ot Tanjore 
utilises a large portion from the Veenapraka- 
rana of the Chaturdandi Prakasika. In an 
article on “Venkatamakhin and his twelve 
notes” in Vol. II, part I of the Journal of 
the Madras Music Academy, Pandit 
S. Subramanya Sastriar of Tanjore 
says that besides this Chaturdandi Pra- 
kasika, Venkatamakhin wrote also a 
treatise on the 72 Melas and their derivatives. 
Venkatamakhin has composed Lakshana 
gitas also which are printed in the Sangita 
Sampradaya pradarsini. 


The Sangita Darpana of Damodara 
1625 A. D. 

This work is printed but the edition gives 
us only two chapters. Complete Mss. of this 
work are available in many libraries. (Mad. 
Library, Des. Cat. XXII. 13016) The work is 
in six chapters, the last being devoted to 
dance. The other five deal respectively with 
Svara, Raga, Prakirnaka, Prabandha and 
Vadya. From the colophon we see that 
Damodara, its author, had the title ‘qq’ 
like Kallinatha and that he was the son of 
Lakshmidhara Bhatta. 


‘ga otmaftacrrga-wae q Rr- 


fea agaa sare: ve: 1’ 


This work is based on Somanatha’s Raga- 
vibodha and quotes in the same places the 
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same authors and works quoted by Soma- 


natha. Damodara wrote a short time after 
Somanatha. 


The Sangita Darpana of Haribatta 


The Bikaner catalogue (p. 527) Ms. No.-1123, 
Oppert’s catalogue and Burnell'’s Tanjore 


catalogue describe a work called Sangita 


Saroddhara by one Hari Bhatta. The work 
begins thus: 


aaraa aaratarearaaraa: | 


staat eftusa QANIN | 
TATE TAH Aaa fasta 


This work is available in the Madras Mss. 
library also, The text of this work is virtually 
the same as that of Damodara’s S. Darpana, 
Perhaps Damodara had another name 
Haribhatta, or perhaps ‘ Haribhatta’ is a 
mistake of ‘Hari Bhakta’ or perhaps an 
author named Haribhatta made his own 
version of Damodara’s work. The catalogue 
of Mss. of N. W. Provinces (612) describes 
the work as Haribhatta’s Sangita Darpana. 
The catalogue describes it as a work on 
prosody because it has mistaken the WaTreara 
of the work, for a work on metres. The 
Sangita Darpana of Damodara does not 


contain a separate section on Dhruvas but 
Haribhatta's version, called in some Mss. as. 


Sangita Saroddhara, contains a treatment of 
Dhruvas. It is 
Haribhatta wrote two separate works called 
Sfingita Darpana and Sangita Saroddhara. 


The Tanjore Ms. of Haribhatta’s Sangita 
Darpana contains 7 chapters, the last 
dealing with dance. The Madras Ms. has a 
Telugu Tika appended to it. 


The Sangita Kalanidhi of Haribhatta 


From Aufrecht’s Cat. we see that this 
Hari Bhatta produced another work called 
Sangita Kalanidhi. The catalogue of Mss. 
of the N.W. Provinces (III. 80.) also describés 
this Sangita Kalanidht. 
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not also unlikely that — 


The Sangita Saroddhara of Kikaraja 


From the above noticed Sangita Saroddhara 
of Haribhatta must be distinguished a work of 
the same name attributed to a writer named 
Kikaraja, son of Sajjana. Aufrecht notes 
this work as noticed in Peters. 4, 32 and 
Extr, 42. | 

_ I came across a Ms. of this work in the Mss 
Library of the Bhandarkar Oriental Institute. 


Poona—{No. 838 of 1886-92). The Ms. con- 
tains 16 big paper sheets. Kuikaraja i5 no 


king. He says he was born in 
as the son of one MJA | 
aramaier efter aama | 


STRUT apaart etre n 
Colophon: 


aft Amats RES EERE 


aroun nedtraita neta ft 
arate fara afai 
ERU GATT | 

‘Saradanandana is perhaps Kikaraja's title, 
The following authorities are given by him: 
Bharata, Kasyapa, Dattila, Yashtika, Arjuna 
Vayu, ‘Fumburu, Narada, Matanga, Visakhila, 
Kambalasvatara, Kohala, Rahala, Ravana 

and others. Sarngadeva's list is repeated. 


The work deals with music and dance and ` 
the contents are as follows : 


Chap. I. atakti o, ii qmo. iii gait 


ic, aek, Wa, MARM, F 
(orchestral aid etc. Iv. mao (TAAN: 


this is a big chapter) v : q@fefo Vi. atgo 
gear 
Abhilasha’s Sangita Chandra and 


the Sangita Bhaskara of King 
i Jagajjyot irmalla and Yar- 
ga mani (lois-o0. A. u.) 


Jagajjyotirmalla was a Nepalese King who 
ruled between 1617and 1633A.D. He is already 


known to Sanskrit scholars as the author ef a 


commentary on Padmasri’s Nagarasar- 


vasea, a work on pornography. He did 
some valuable work‘ in music by bringing to 
his court music works and writers and by 
himself writing on the subject. From the 
_cat.of Mss. in the Nepal Palace Library by 
M. M. Haraprasad Sastry (p. 260) we learn 
that there was one Abhilasha in South India 
who composed a work on music called 
Sangita Chandra and that, with great 


efforts. King Jagajjyotirmalla brought that. 


Sangita Chandra to Nepal, even as Garuda 
brought Amrta, At the end of the Ms. of the 
said Sangita Chandra we see :— 


afer qaf qatar: Beet: aAa: | 
arraga atediia tira i 


Agaa arent sete Aaaa et i 


adaa Gers eT gerela: ty 
MAC TESTE: Airra | 
The work, says Jagajjyotirmalla, was the 
best among the nuiherous treatises on music, 
That one Abhilasha wrote it is clear from 
the introductory verse : 


facia ahann Rawak n 
The work seems to be very valuable and 
jt treats very elaborately of Natya and 
Sangita, beginning with the construction of 
the theatre etc. frit areeeanretrar: NET: 
verse. 
Sangita Bhaskara: Its Commentary. 
After bringing this valuable work to his 
court from the South, King Jagajjyotirmalla 
called to his assistance a scholar named 
Vangamani and wrote a commentary on it 
called Sangita Bhaskara. Perhaps Vanga- 
mani wrote it bimself and attributed it to the 


aaae Fer Glas ater sey My y 
The last verse says that Vangamani himself 


wrote it at the king's order and that Van- 
gamani was a native of Mithila. 


etc. The work is in prose and - 


strsnissTtara paved 
AÈRIA INALE | 

ASHAMHeT THT TAHT 
sarsata gater: nR 1 


That it is a commentary on Abhilasha’s 
Sangita Chandra is known from the colophon 
which runs thus : 


ASWAVAANAH AERAR SATENA, 


The work is mostly in prose. Itis availa- 
ble in the Nepal palace library and is descri- 
bed on p. 262 of the Nepal catalogue. The 
Ms. is dated Newar Era 751. 


Sangita Sara Sangraha 

Still unsatisfied, King Jagajjyotirmalla 
himself wrote a treatise called Sangita Sara 
Sangraha, dealing with music. dance, and 
drama, in prose and verse, This work was 
written in the Nepala Era 799. The work is 
available, like those described above, in the 
Nepal Palace library and is described on 
p. 263 of the Nepal catalogue. 


King Jagajjyotirmalla has also written an 
operatic drama called Hara-Gouri-vivaha in 
the Nepal dialect. 


Ahobala’s Sangita Parijata 
17th century. 


The Sangita Parijata of Ahobala Pandita 
has been published from Bengal. As pointed 
out in the introduction to that edition of it, 
the text available does not seem to be com- 
plete. While enumerating the contents, 
Ahobala mentions Kambala lakshana, Vag- 
geyakara lakshana etc., but these are not 
found in the text. Further the work which 
now closes with Ragas must have had more 
chapters. Each chapter, according to Aho- 
bala’s statement in the beginning is called 
‘Kanda’ to fitin with the metaphor in the 
name Sangita Parijata. | 


Ahobala refers to many ancient writers on 
music and bases his text on Hanuman’s 


work. The name Ahobala appears to be 
southern. It is said that this work was 
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translated into the Persian in 1724 A.D. 
and therefore can be said to belong to the 
1/th century. 


The Sangita Makaranda andthe Sangita 
Pushpanjali of Veda. 


Early 17th century. 


As different from the Narada Sangita 
Makaranda available now in print, we see 
that the Tanjore library catalogue and the 
Bikaner catalogue mention a work called 
Sangita Makaranda by one Veda. (3 copies 
Tanjore Burnell cat. p. 60 a; Bik. cat. p. 520. 
no. iii.) S. R. Bhandarkar’s catalogue of 
Mss. in Rajaputana and Central India (1904-5 
to 1905-6. p. 54) describes a Ms. of this work. 


I went through the work at the Tanjore 
library. The 3 Mss. available contain only 


the dance chapter: gfà agian 


ggal AEAT: MATA: | The Bik. Cat. 
Ms. also contains only the Nrtyadhyaya and 
has this same colophon. We have either 
only this much available or Veda’s work is 
only on Natya. We may however hope thaf 
the work has more chapters, on music. 


Similar is his other work Sangii¢ 
Pushpanjali which we see in the Tanjore 
and Bikaner catalogues. I read the Tanjore 
Ms. and found it also treating of dance, 
only of Purvaranga which precedes Nritya. 
(Tanjore New Cat. Vol. 16 no. 10674, Burnell 
6616 ; Bik. cat. pp, 521-522 Ms. 1113.) 


Sangita Makaranda treats of Rasadrishits, 
Gotis, Charis, Hastas, various dances and 
lastly Rasas. The other work, as said above, 
speaks of the propitiatory Purvaranga. The 
Makaranda quotes Bharata, Sangita Ratna- 
kara, Kohala and Darpana and gives some 
songs composed on Shahu, the author's 
patron. The work gives his patron's Vamsa- 
vali in the end, 


a aafa rata: aeaeittagqa: | 

ARAETA THT EASNTT | 

sime TRga ge Aaa fafaa: 1 
We can compare with the above Vamsavalt 


another supplied by Tylajendra’s Sangita 
Sqaramrta. 





Maloji (Mallari of Veda) 
-_ 
Sahaji 
2 wives- 
Jinbat and Tukkabai 
a | 
Ekoji 
Sambhu or_ Sivaji, the great (Ist Tanjore 
Samhaji Mahratta King) 
Pupil of | 
Veda in. Mare Sahaji Serfoji Tulaja 
| 


| | 


fauthor of 
Sangita Saramrta. 
1729-35. A.D. 


Thus Sahaji, patron of Veda, the author 


of S@ngita Makgrandg is the father of 


the great Sivaji to whosp brother Sambhu 


FR- 


Veda was teaching music. The work thus 
belongs to the early part of the 17th century. 


The Makar.tnda mentions in the end two 
Vidvans of music, one Gopala and his son. 
Ambapuri seems to be the place of ‘Veda. 


The Ms. of the other work is full of 
blunders and is crumbling. From it we see that 
Veda wrote it after seeing Chatura Damo- 
dara’s Sangita Darpana. This Damodara, 
had a son ‘named Ananta who seems to have 
taught music to Veda. 


But according to the information. in 
S, R. Bhandarkar’s catalogue of Ms. in Raja- 
putana and Central India, Veda is the son of 
Ananta, the son of Damodara. If it is 
correct, Veda is the grandson of the author 
of the Sangita Darpana. 


Sangita Kalpataru. 
Earlier to 1655. AD. 


Subodhini—Commentary 
on it by Raya Ganesa. 


The author of Sangita Kalpataru, which 
seems to have been very popular, is not 
known. Ranganatha Dikshita, in his com- 
mentary on the Vikramorvasiya, quotes it 
once and Ruchipati quotes it five times in his 
commentary on the Anargha Raghava. From 
the quotations we can gather that the work 
resembled the Natya Sastra of Bharata and 
dealt with music, dance and drama. 


The work is said to be available in Bengal, 
‘there being a notice of it in the Mss. of 
Rajendralal Mitra catalogued by M. M. Hara- 
prasad Sastry. Simce Rangantha Dikshita 
wrote his commentary on the Vikramorvasiya 
in Samvat 1712 or A. D. 1655, Sangita 


_ Kalpataru must have been earlier than that 
date. 


Sangita Kalpataru has a commentary 
on it called Subodhini by one Raya Ganesa 


deva, written under the patronage of a king 
named Khadgabahu, son of Vira Simha. 
A Ms. of this commentary ‘ petas ART, Gat 
feat’ is described on p. 512, under no. 1094, 


in the Bikaner catalogue. 


Lochana Kavi’s Raga Tarangini and 
Raga Sangita Sangraha 1700. A. D. 
Lochana Kavi’s Raga Tarangini is a work 
on North Indian Music and it is printed. The 
author is a native of Mithila which he calls 
his Svadesa. The work deals with Ragas and 

is very small, 


In the work is quoted Tumburu on the 
times appropriate for singing each Raga. 
amat WWARTAT: %. He is the 
only source of information for us to know 
that Tumburu’s work was called Tumburu 
Nataka. 


The printed edition is not complete. The 
author says that he will give the Gitas in the 
Maithili Vernacular written by Vidyapati but 
these songs are omitted in the edition. From 
his quotation of Vidyapati’s songs, we see 
that Lochanakaviis later than Vidyapati who 
flourished in the fourteenth century. A verse 
at the end of the work however gives the 
date as YRAGRUAT WH (i.e) Saka 1082 
or A. D. 1160 but I am told that this Saka is 
not the well-known Salivahana Saka but 
some local era according to the calculation of 
which there is no contradiction, the date of 
Lochana coming to somewhere near the 17th 
century. Hrdayanarayana seems to have 
utilised the Ragatarangini of Lochanakavi in 
writing his work. Hrdayanarayana is assign- 
ed to A. D. 1667. 


Ranga Sangita Sangraha is another 
work written by Lochanakavi and this we 
know froma reference to this work by himself 
in his Ragatarangini. 


“aaa qag aaa RAT- 
qeneseaged: |” 


This work therefore must be bigger than 
the Ragatarangini. I did not come upon 
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any notice of this work in any of the 
catalogues I went through. 


The Raga Tattva Vibodha of Srinivasa 
Pandita. 


Later half of the 17th century. 


This work is also available in print. A Ms. 
of it is described in the. Bikaner catalogue. 
This small work contains in the 
beginning an interesting discussion 
on the ethics of music. The work is indebted 
to Ahobala’s Parijata which belongs to the 
17th century and is often quoted by Bhava 
Bhatta in his works. Bhavabhatta flourished 
in the end of the 17th century and in the 
beginning of the eighteenth. Therefore the 
time of Srinivasa’s Raga Tattva Vibodha is 
the latter half of the !7th century. 


King Hridayanarayana’s works. 
1667 A. D. 

The two works of this writer, Hrdaya- 
prakasa and Hrdayakautuka are printed. 
In the introductory verses is to be had some 
information about Hrdayanarayana. He was 
a ruler at Garrh or Gatadurga i.e. Jubbal- 
bore. He ruled about 1667. A. D. He is 
indebted to the Raga Tarangini of Locana- 
kavi and is quoted by Bhava Bhatta who 
flourished at the end of the 17th century. 
Both the works are very small and deal 
mainly with Ragas only. 

Raga Manjari, Ragakutuhalam 
and Raga Kautukam. 

These three works are known to us from 
quotations of the three in the works of 
Bhava Bhatta, whom we shall notice pre- 
sently. Nothing more of these three works 
is known. 


King Anupa, Bhava Bhatta 
and his works. 
‘End of the 17th and the beginning of 
. the 18th centuries. 
There are available to us in print three music 
works called the Anupa Sangita Vilasa, 
Anupa Sangita Ratnakara and Anupa 


Sangita Ankusa by one Bhava Bhatta. The 
works bear the mark of the name of King - 
Anupasimha, the patron of Bhava Bhatta. 
King Anupasimha was a ruler of the Bikaner 
state who ruled from 1674-1709 A.D, He 
had in his court Bhava Bhatta who was very 
proficient and had the titles “ Anushtup 
chakravarti (master of the Anushtubh metre) 
and Sangita Raya." This Bhava Bhatta was 
the son of an equally distinguished father 
named Sangita Raya Janardana Bhatta 
who was the court-musician of the 
Mughul Emperor Shahjehan. The colophon 
to the Anupa Sangita Vilnsa provides us the 
above information. 


King Anupa Simha ordered a commentary 
on Gita Govinda to be written (cat. of 
Ms. Jammu and Kashmir, by Stein p. 67 Ms. 
no. 386). He similarly ordered Bhava Bhatta 
to write many music works, three of which 
are the three above mentioned books, made 
available to us in print. Sangita Anupa 
Ankusa says in the beginning : 


Sate HATA Ha aiaia RART | 

sSfazqriaciaat wags Hay | 

THI SPU AMA NSTI: TT | 

ACUSHAATAT APT Renais ga N 

Bhava Bhatta says that it took him three 
and a half years to write these three works. 
A Ms. the S. Anupankusa preserved in 
the library of the Maharaja of Jammu and 
Kasmir is dated 1892, A. D. according to the 
notice of Stein. This work is in two chapters, 
on Svara and Raga. The Raga chapter being 
called as Alapana Manjari. 


SAGAS AAT a NAREST | 
aaa MIRA TIM STAT I 


Similarly, the Raga chapter of the other 
work, Anupa Sangita Ratnakara, is also 
called Alapa manjari in the opening verse, 


Anupa Sangita Ratnakara is also in 
two chapters dealing with Svara and Rega. 
It reproduces largely* from Sarngadeva and 
quotes often the following works: Sangita 


Parijata, Ragamanjari, Ragam ala, San- 


gita Darpana, Sadragachandrodaya, N ritya- 
nirnaya, H ridayaprakasa, Ragatattoavs- 
bodha, Raga Kutuhala and Samkirna Raga- 
dhyaya. From a verse in the beginning we see 
that, after writing this work, Bhava Bhatta 
attributed the work to his patron, Anupa 
Simha. 


seated Seat na AA | 

Paenquedisa ardar snare | 

The name itself shows that it is only a re- 
cast of Sarngadeva's Ratnakara. 


Anupa Sangita Vilasa also bases it- 
self and is more or less. a compilation from 


the works mentioned above as quoted in the 


Anupa Sangita Rainakara. There is a rare 
instance relating to the raga Adana, where he 
says that the statements regarding this Rega 
are his own--gq agp: i Other authorities 
quoted are: Matanga on Raganga, Sringara 
Hara or Sangita Sringara Hara’ on Tana etc; 
Sakalakala i.e, Somanatha, Sangita Kalpa- 


druma, Kallinatha’s Kalanidhi, Rage 
Kautuka and Sangitopanishad. 
Anupa Sangita Vilasa is in 3 chap- 


ters, Sruti, Suara and Raga. The work hasa 
description of the King, Anupa Simha, the 
-author and his court musician viz, Bhava 
Bhatta and a panegyric on the king in the 
beginning. Four verses 


Sastras, as a poet and as a scholar in Maha- 
bharata. In verses 39-44, Bhava Bhatta says 
that he belongs to the city called Dhavala in 
Abhiradesa, that his grand-father and father 
were Tana Bhatta and Janardana Bhatta 
respectively, that they belonged to a family 
called FANAT, that one Ghanasyama was 
the scholar who conferred upon Bhava Bhatta 


the title of ‘Anushtup chakravartin’ and 


describe Bhava 
Bhatta as a scholar not only in music and 
Bharata but also in Alankara and Tarka 
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that Shahjehan, his father’s patron gave him 
the title of ‘Sangita Raya.’ Bhava Bhatta 
migrated from Shajehan’s court to that of 
Anupasimha where he produced his works, 


Other unprinted works of 
Bhave Bhatta. 


Besides the three works above dealt with, 
Bhava Bhatta wrote three more works, which 
we know of from the Bikaner catalogue. One 
of them is Sangita Vinoda, (p, 527 Bik. cat. 
no. 1125) The work deals with music and 
Nartana also. The last colophon however 
attributes the work to his patron Anupa- 
simha. 


af faaegeacea: FATTAT ? | 

Bhava Bhatta wrote another work devoted 
solely to the flute, caled Muraliprakasa. 
The Ms. is described on p. 513, under no. 1095 
in the Bik. cat. and the colophon says: 


of ARAIAN: atagea: AATE : | 

The sixth work of Bhava Bhatta hasa 
lengthy name, apifrusdtan walaqeter, 2 
treatise on Dhrupad singing. (Bik. cat. 
p. 514. no. 1097.) This work quotes Soma- 
natha’s Ragavibodha. The colophon runs 
thus : 


af mazaga agarana- 
fraaniftecatan AAR aarat | 


© Bhava Bhatta must have written after 
1667, A. D. the time of Hrdayanarayana 
whom he quotes. 


The Section on Music in Basava's Siva 
Tattva Ratnakara. 
1698-1775 A, D. 


Basava Raja or Basappa was a king 
of the Kannada Keladi dynasty of Vira 
Saiva faith, which ruled the Kannada 
country for 250 years. Basappa ruled from 
1698 to 1715 A. D. Following Somesvara’s 
Abhilashitarthachintamani, he wrote an 
encyclopoedia of knowledge called the Siva 
Tattva Ratnakara. Like the Abhilashita- 
rtha chintamani this Siva Tattva Ratnakara 
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contains, a sub-section on music in the Arts- 
section. l In Kallola VI, three chapters, VII to 
IX (6—13) deal with music. These chapters 
deal with Svara, Raga and Tala. Chap. VII 
deals with Nada, Svara, Grama, Murchana, 
Alankara and Gamaka; Chap. VIIL, with 
Jatis and Ragas and closes with Gayaka 
lakshanam ; Chap. IX. covers Tala and 
Vadya, 

In the end of the section, Basava refers to 
some authorities on music viz., Dattila, 
Nandin Bhrugi, Kohala, Bharata, Adi Bha- 
rata, Sarngadeva and Utpala. The last per- 
haps is Utpaladeva, the grand-preceptor of 
Acharya Abhinavagupta. (Vide previous 
issues for my article. on Early Sangita 
Literature. 


Chatura Sabha Vilasa 


Similar compendiums were compiled by 
many. There is said to be a work dealing 
with aH the 64 arts called Chatusshasht+ 
Kala attributed to Bhoja but that has not 
yet come to light. A similar work dealing 
with all the arts flourishing in a king’s court, 
called the Chatura Sabha Vilasa, seems to 
exist. I find it quoted by one Ramananda 
Narayana Sivayogi Raja in his music work 
called Natya Sarvasva Dipika. (p. 37 Ms, 
of the Bhandarkar Institute). This thesaurus 
also treats of music. 


Similarly, we hear of a thesaurus by a 
Venkatagiri king of the last century. Friends 
of mine, who have seen as Ms. of it say that 
it contains a large section on music. 


| King Tulaja’s Sangita Saramrta. 

The art traditions of the Tanjore Telugu 
Kings were kept up for a time by the succee- 
ding Maharatta rulers. The rule of the three 
sons of Ekoji (the first Maharatta ruler), viz. 
Shahaji, Serfoji and Tukkoji alias Tulaja 
showered the greatest benefactions on 
scholars. Tulaja or Tukkoji who reigned be- 
tween 1729-35 A.D. wrote a music work called 
the Sangita Saramrta, a Ms. of which work 
is available in the Tanjore Sarasvati Mahal 


Library) The work opens with an account 
of the Maharatta rulers of Tanjore. 
Ekoji 
(First Tanjore Maharatta King) 


Salai Serfoji Tulaja raja. 
(1684-1710 A.D.) (1711-28 A.D.) (1729-35 A.D.} 
(See also Mr. K. R. Subramanyam’s book on 
the Mahrattas of Tanjore). The work says 
in the beginning, like all other works begin- 
ning, with the Svaramelakaianidhi that it is 
begun by the author to bridge the gulf 
between Lakshya and Lakshana, practice and 
theory. 

The following works and writers are 
mentioned. Sarngadeva (often), Bharata- 
Saubhagya Lakshinikalyana Suta Samhita 
and the commentary on it by Vidyaranya, 
Matanga, Visvasu. Tumburu (these quota- 
tions are reproduced from Kallinatha) Venya 
and other sages, Kohala, Bayakara (Rama- 
matya), Chaturdandiprakasika of Venkata- 
makhin, Vitthaliya and Somesvara. Large 
portions are borrowed from Venkatamakhin’s 
Cha. D. Pra. The work is in five chapters 
dealing only with music. Natya, Tulaja dealt 
with in a separate work of 9 chapters called 
Natyavedagama which work also is avail- 
lable in the Tanjore library. An epitome of 
the Saramrta has been published from 
Bombay. 

The Sangita Sastra Sankshepa 
of Govinda. 
Most likely of the 78th century. 

In the Adayar library was ‘a Ms. work of 
the above name lying unheeded. It was my 
friend Mr. K. V. Ramachnandran a resear- 
cher in music, who found out its value and 
made a copy of it. Subsequently the work 
found circulation among the scholars assembl- 
ing under auspices of the Music Academy 
and the work has now attained great 
prominence. | 

The original Ms. is in Telugu script and is 
named ‘Sangita Sastra Sankshepa of 
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Govinda, which is in. accordance. with the - 
following verse in the text in the opening 


chapter. 


cgaterrentnfaeagaaaet | 
maana asami agaaa (a 
geq) Til 


Soon we come across two colophons men- 
tioning two chapters of the work and inform- 
ing us that the work is a part of the Skanda- 
purana, that God, Shanmukha wrote it and 
that it is called Sangraha Chudamant. 


tera À asnes ii vga- 
Arfi seratserra: | 


After a second colophon of a aien nature, 
no division into chapters is seen. The 
frst chapter gives a number of Mangala 
slokas, mentions ancient writers like Bharata 
and briefly speaks without coherence or 
correctness about odd subjects of Natya. The 
whole work is written in absurd sanskrit. 


There is very little evidence to decide the 
date of the work. However I have been able 
to land on this bit which mentions the 
Achyutarayamela Veena which, if it is a refer- 
ence to Achyuta Nayaka, gives us the upper 
limit of the work’s date as 1577-1614 A. D., the 
date of King Achyuta Nayaka of Tanjore. 


qadt Rena ada ants (ate) asc: | 
fer Tea seye (a) caRedtergarea: | 


Govinda’s work is said to represent the © 


music now obtaining, and has superceded the 
Chaturdandi. \t is said to agree with Sri Tya- 
gayya’s music and hence certain adherents 
of  Venkatamakhin are violent against 
Govinda. They say that he perhaps lived 
during Tyagayya’s time and circulated his 
views through a Ms. of his under the guise of 
achapter of the Skandapurana to suppress 
the Chaturdandt. Mr. K. V. Ramachandran, 
the discoverer of the utility of this 
Ms. considers that the work is still later 
and belongs, in all probability to the time of 


Mr. Sringarachariar who supplied the names 
of the Ragas for Mr. Chinnaswamy Mudialiar- 


Quite a strange view is held by 
Mr. C. R. Srinivasa. Ayyangar who opines 
that Govinda's work is earlier to Venkata- 
makhin, whose work corrected Govinda’s 


. mistakes. 


The corrupt Ms. has been now corrected 
and a press copy of it has been prepared by 
Brahmasri Subramanya Sastriar of Tanjore 
for publication. 


Mr. M. Ramakrishnakavi says that Govinda 


` was an Andhra, that he wrote a work called 


waa „that he followed Rama- 
matya and his 20 melas and that the Adayar 
Ms. above described by us contains a few 
sheets- in the beginning of this work which 
had got mixed up with an anonymous work 
called Sangraha Chudamani, described asa 
part of the Skandapurana. 


The Sangita Sangraha Chintamani 
of Appalachari. 


The Adayar library gives us one more 
work called the Sangita Sangraha Chinta- 


mani of Appalacharya. (Ad. Ms. library. 
Ms. XXXX). The Ms. contains only the 


Tala chapter and part of the Nartana 
chapter of the work. The author is known 
from this verse at the beginning of the 
Nartanadhyaya. 


a t 

awe aoe: Tag ? facarater: ETA 1 

“sroarpg wh papam yum Bet 
Gorri yns miie anm wy aD 
Fae riven ABT SOTA L 


The work is in the same manner all through, 
in Sanskrit verses followed by a Tamil gloss, 
The author is Appalachari, son of Appala- 
chari, of the village of Srimushnam near 
Chidambaram, | 


At the end of the Nartanadhyaya we are 


informed that one Narayana Vadhyar of 
Madura made this copy from the origina- 


Ms. of Raghunatha Nattuvanar (dance- 
master). for the sake of another Nattuvanar 
named Sankaramurtı, | 

The work may be assigned to the 19th 
century. 


Meladhikaralakshana. 


This is an anonymous music work found 
in the Tanjore library. of which the music 
world is familiar through a critical review of 
its contents in Vol. I. No. 1 of the Journal of 
the Madras Music Academy bv Mr. T.L. 
Venkatarama Ayvyar. . According to Mr. 
T. L. V. Ayyar, the work is “ a comparatively 
recent production not earlier than the 18th 
century.” The author. who is not known, ts 
said to take up and enlarge Venkatamakhin's 
system. It gives 24 srutts and the chief 
feature of- this work is said to He in this res- 
pect. The work is not written in sanskrit of 
a high order. | ‘ 


Sangita Damodara. 


This work seems to be older. 
is found described in any 
catalogue. Dr. Keith refers to it in his Skr. 
Drama and perhaps it is available in Eut ope. 
King Narayana quotes it. From his quotation 
we are able to see that it deals with music and 
dance. The work is sometimes referred to 
simply as Damodara and we are led to think 
that one Damodara is its author. Support is 
lent to this view by the statement of Kalan- 
kura who mentionsa Damodara, the Raga- 
dhyaya of whose work was rewritten with 
Oriya songs and notes by Kalankura. 


aA Saree Tay TITAS 
Ray scat alec San | 


But there is a quotation, as follows, in the 
Sangita Narayana according to which, one 
Subhankara wrote the Sangita Damodara. 


asagn g Arante WAKE | 
Kalankura’s Damodara may refer to the 
author of the Sangita Darpana. 
10 


No Ms. of it 
Indian Mss.. 
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Sangita Kaumudi 
Sangita Narayana and Sangita Saran 
quote a work called Sangita Kaumudi or 
simply Kaumudi which, I believe, is the same 
as a Ms. of that name available in the Madras 
Govt. Ori. Mss. librarv. (Trien. cat. 1922-23 
to 24—25 R. 4163). 


The work is very small, extending to only 
25 pages in-the Ms. Its treatment of the sub- 
jects is very brief and the following shows. 
the contents of its eight chapters : 


Chap, I: aAa 
b W? TTT " 
o UL IV, Vi aS n 
= VI: matte 33 
39 VII: "Cue i 14 
„VHI: LA m 


‘The last chapter deals with Natya also.. 

In the Prabandhadhyaya (p. 17) the work 
quotes a song on the ten Avatars of Vishnu 
in which appears the name of King Sana- 
gena 2s its author, 


aiaga nafa [aa] mgarang- 
qama ama Aaaa rira: 
waaa ara? = ASIR RSAT- 
qara TATAATTLST: TA | 
Many more songs of this King are quoted 
and if only we can identify this King, we can 


have some clue to the date of Sangita 
Kaumudi. 
Harinayaka Suri 

Harinayaka is a writer who is known to 
us from quotations in all the Oriya writers’ 
works, the Sangita Narayana of King Nara- 
yana, the Sangita Sarani of poet I Narayana 
etc. All of them consider him a great autho- 
rity. He is given as one of his authorities 
by King Narayana : 


ASIAATC-TRAT AK -LEAATST- 


Mank -qafa rA | 
eto p. 21. S.N. 
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Numerous quotatiqns from Harinayaka’s 
work are found in Sangita Narayana. On 
p.16 of S. N., Harinayaka is quoted to say 
that Jatis are 18 in number and that they 
-are the “ mothers ”, so to say, of Ragas. 
aga shar 

gatasan AR maa: gat: | 
asza ager: at amoi a arac: n 
On p. 49he is quoted on Sankirna Ragas. 
This is a long extract from Harinayaka's 
work. On p, 54 his definitions of Antbaddha 
Gita and Alapa are given. 

‘Ramme akaga - arefacirag 
SINT |’ In the Prabundha- 
dhyaya he is quoted many times. Narayana 
says that Harinayaka has. described many 
dificult and rare Prabandhas in his work 


from Bharata’'s treatise and the illustrations 


of these are to be found in the Gitaprakasa. 


Kalankura Nibandha. 


In the Trien. cat. of the Mad, Ms. library 
(1919.20 to 21-22) there is a work called Raga 
Malika described under No. 3176 a. Itis said 
in the catalogue that the work contains Oriya 
songs—atigattaatga. From the colophon 
to the Ms. described next to this under No. 
3176 b, we see that one Kaviratna Kalan- 
kura wrote in his Oriya language a new 
version of the Raga chapter of Damodara’s 
Sangita Darpana adding to it Oriya songs. 


AS LAY eT crease | 
HOTU a AM RAAT TAT i 


The work itself seems to be called Kalgnkura | 


Nibandha. On the Murti of the Raga Sabari 
the Sangita Narayana quotes it so. 


-Pt T - 

qia seepia itai 
RTATEZIAT etc. 

Tt is further quoted in the same work on the 


M urtis of the Ragas Abhiri and K hampavati. 
On pp. 84 and 85 King Narayana quotes 


one guru of his named Kaviratna—HeqZe - 
afarrcatiey, The quotation gives Sangraha 
Slokas for Talas. It is likely that this Kavi- 
ratna, contemporary and teacher of king 
Narayana is identical with the author of 
Kalankura Nibandha. 


Krishnadatta 


Of this writer nothing else is known except 
that he is quoted as a writer on music in 
Narayana’s Sangita Narayana. The name of- 
his work is not known. On p. 30 of Sangita 


Narayana he is quoted to say that it is the 


Raga Devakriya that is also called Suddha. 
Vasanta. gama JEANA wa STA: | 


Vachaspati. 


Among the numerous writers quoted in 
Sangita Narayana, Vachaspati ts one. It is 
not known whether he is really a historical 
personage who lived and wrote before or near 
the time of King Narayana or the name re- 
fers to some work inthe name of Brihaspat; 
the mythical guru of the Devas. | 


Two quotations from it are found in the 


Sangita Narayana. The first is on Tala and 
the second, the following, on Laya. | 


“aaraa anar fA: | 
aar kamisaa ga eaa ge: N 
gta atacata: | 


Poet Purushottama Misra, King Narayana 
of Parlakhimedi and the Sangita 
Narayana 
Last quarter of the 18th century. 

The Sangtta Narayana of King Narayana: 
King of Parlakhimedi or of the Khimund; 
line, has now been made familiar by repeated 
mention as above, It has - been the greatest 
source for our knowledge ‘of a large number 
of works which we have noticed above. 
Under his patronage and after his time, a 
large literature in music, both Lakshya and 
Lakshana grew up in Utkal or Orissa. 


The Sangita Narayana is available in the 
Madras Mss. library. Trien cat. 1919-20 to 
21-22 Ms. No. R. 3234 contains its first two 
chapters and Trien. cat. 1922-25 R. 4212 con- 


tains the remaining two chapters. King 
Narayana's Sangita Narayana is in four 
chapters. 
Chap I. Nada, Sruti, Svara, Grama, Raga, 
Gita and Tala, 
» IL Vadya. 
» IH. Nritya. 
IV. Prabandhas. 


The work has travelled for and we see a 
copy of it described in the catalogue of the 
Kasmir and Jammu Mss. The works quoted 
by it are: Narada Samhita, Panchama 
Sara Samhita, Manmata’s Sangita Ratna- 
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88. The songs have the Mudra of the author's 


mala, the commentary on the musical com- ` 


position called mamiy, Lakshmana 
Bhatta’s commentary on Gita Govinda, 
Kohaliya. Matanga, Sarngadeva, Sangita 
Siromani, Sangita Sara, S. Kaumudi, Gita 
prakasa, Harinayaka Suri, Damodara, 
Vachaspati, Kalankuranibandha, S. Chan- 
dika and S. Kalpataru. Al these have 
been noticed above, 


= The author of the work shows his wide 
learning by quoting in other. branches of 
knowledge, Vishnupurana, Kavyaprakasa, 


Chando Ratnakara and Parasara Samhita | 


on archery. The king had in his court many 
poets and scholars one of whom is his guru 
Purushottama Misra who had the title 
Kavi Ratna. Purushottama was himself a 
great composer and his son Narayana wrote 
a music work called S. Sarani. The compo- 
sitions of Purushottama are quoted in the 
Prabandha-chapter of the S. Narayana, 
where he is mentioned as Narayana’s guru 
The musical compositions of Purushottama 
gathered from these quotations as also from 
quotations in his son's S. Sarani are the 
following : 


(i) anazaa: Ramayana 
Two songs from it are quoted on pp. 74 and 


songs. 


name Purushottama. 


Gi) agaat qasq: This is quoted by 
his son (on p. 16 Mad, Ms.) in his S. Sarani, 


i ATAISAT: | aena aa RAA- 
getaan agaaga afo- 
atan 1’ 


(111) qarga: (p- 20 S. Sarani.) 
It must be taken for granted that the 
S. Narayana, though attributed to his patron 
King Narayana, was written by Puru- 
shottama himself. 

The introductory verses and the colophons 
speak of the king as its author. The colophon 
runs thus: 


“af sfindleradigengaarad a sare 
mamaaa Raga: maram- 
ase arkaa arara A: aR- 
Aodan sit apamaÀ a- fta- 
Romi ma saa: RD: ama: 1” 


But, in the notices of Rajendralal Mitra’s Mss 
of Bengal catalogued by Hara Prasad Sastri, 
this Sangita Narayana is described as the 
work of Narayana's guru Purushottama 
Kaviratna. 


Alankara Chandrika 


In the name of Narayana there are 
other works also. Alankara Chandrika is one 
of them. It is not a work on poetics but on 
the Alankaras in singing. This special work 
on Alankaras by him is quoted by him on. 
p. 15 of bis S. Narayana. 


R saaga: ara SRAT: | 

geuffeacanita: aar Ae R IAN: i 

mga—asgrakantai ad wayar: | 
Most likely Purushottama 1s the real author 
of this work also. Besides this there are 
quoted in the S. Narayana some songs 
bearing the authorship mudra of King- 
Narayana Gajapati. 
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- Sangita Narayana is quoted in later works 
- of Orissa like Sangita Sarani and the Kavi 
chintamant.— i 

The work opens with an account of the 
dynasty of King Narayana who belongs to 
the Ganga dynasty. He was. the son of 
Padmanabha. According to Banerjee’s 
History of Orissa (Vol. IL. p. 120.) a Narayana 
of Parlakhimedi attacked king Virakisora of 
the house of Khurda, who ruled up to A. D. 
1779. R. Sewell, in his archeological survey of 


South India (part II. p. 186) mentions a 


Viraprataparudra Naravana Deva, son of a 
Padmanabha as having lived between 1748 


i. aeaefanamara: A songin Dhan- 
ast Raga is quoted from this on p. 13. 
IZANAZ ZETIA —AN AA TZR- 


fàr qa aatan, More songs from 


this are given on pp. 17 and 20. 
ii. agten sara : 
“gosaat ASTET Tat RR- 

qgtiaetiasaey ngat” Songs from 


this are quoted on pp. 14, 16,18 and 19. 
ii Bearkasry gary: quoted on pp. 17. 
1V. Honfaara 3 (WTSI) quoted on 


pp. 30-34. 


‘aa aa Agma sae amer- 
TTT IAZA ' The song ends thus: 


aasi, aedtsatatahea, EN- 
faararira gaga pea areraofàs 
facfaaariata | 


Narayana speaks of two varieties of Praban- 
dhas, Suddha prabandhas, and Sutra praban. | 
dhas. All compositions of his father belong 
to the former class as also the four above 
referred to compositions of Narayana himself. 
A Suddhaprabandha is like the Gita Govinda. 
with the several songs in it set to different 
Ragas. As different from this, the second © 
variety of Sutraprabandha is sung to the end 
in only one hxed Raga. Says Narayana 
on p. 38: | 

aasar: ara: crerabatira: | 

QIE vRNA QITA İETT- 
qaaa a gaaer AIN | 
Narayana composed musical poems of this 
class also. Two of them, he quotes in his 
Sangita Sarani. 

v. ghear aaqa: Gundicha is a 
festival of a deity in a place called by him 


as Nolagir:. The composition is on that 
musical compositions as also those of his ra andisin Sanskrit mixed with Oriya. 


sa Poet Narayana is a prolific composer. CARAT wat AA aftgarayaaqa 
iS musical poems : 3 
p are— AVTTATTTT AT asam: 1? P. 35. 


and 1766. A. D. Almost all the Khimedi 
chiefs have the name Narayana and identifica- 
tion of this writer is therefore rather difficult. 


The Sangita Sarani of Poet Narayana. 

As noted above, poet Narayana. son of 
the guru of king Narayana t.e., of Purushot- 
tama wrote a music work called the 
Sangita Sarani, which work is available in 
good condition in the Mad. Mss. Library. 
(Trien, cat. 1919-22. R. 3298.) The introduc- 
tory verses and the colophon give some 
information about the author, his father 
ete. 

arraomeafisrn FAAA AAA: | 

Ramà aat à astaarfir: eget h 

Co: fà wdtahteaanaazataa agg- 


magres agamia larmar — 


sreageraatiae aeaa ACA- 
ankan afama agtraret AT- 

PATA ATA SIR: TART: AATA: | 

The work is called the ` Road to Music’ and 

so jts chapters are called y Pravesas’ ie., 

‘approaches. He quotes the S. Narayana of 


his father or patron and all the writers 
quoted therein. 


S. Sarani quotes also poet Narayana’s own 


Vi. TAA: 


“a TANJA GAIA: TT syarter- 
rar arh: 

This Ramabhyudaya is a Sutraprabandha 
whereas his father’s Ramabhyudaya, referred 
to previously 1s a Suddhaprabandha. 

The Sutraprabandha which is a composi- 
tion to be sung in a single raga throughout ts 
the Raga Kavya of old, which is a variety of 
Uparupaka or semi-dramatic, operatic com- 
positions described by Kohala. It is describ- 
ed by Abhinavagupta in his commentary on 
the Natya Sastra. He gives two instances of 
this Raga Kavya. Abhinava says that the 
Raga Kavya called Raghava Vijaya is sung 
throughout only in Thakka Raga and the 
Raga Kavya called Maricha vadha, only in 
Kekubha grama raga. 


“am È waag R sgud 
RARnmaddaas faaie:, maa 
RAAT | Aa TA aRar- 
waza i’ p. 184. Gaek edn. 


Sangita Kamada 
The Adayar library contains a music work 
of this name. It isa work belonging to this 
class of treatis:s produced in Orissa. The 
Ms. is in Oriva script. (Ad. Cat, Vol. H. p.46.) 


The Kavichintamani of Gopinatha 
Kavibhushana. 
Kavichintamani is a work mainly on 
poetics and dramaturgy but it denotes 
the last chapter. the 24th, to music. In 
this last chapter, Sangita Nirupana, the 
Sangita Narayana and most of the writers 

quoted therein are quoted. 

The author Gopinatha has written many 
musical compositions in Sanskrit as well as 
in Oriya. One Sanskrit musical poem of his 
called Rama Viharu Gita is twice referred to 
in chapters 1] and 3. 


qd caetedtaads aai agarga 
ania arder oe WNR 
HEA | 
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He cites this Ramachandra Vihara of his 
as an example of a Gita, Kavya. 

The work is described in the Mad. Trien. 
Cat. 1919-22. R. 2925. The first 23 chapters 
on Alankara and drama quote numerous 
Alankara works. Gopinatha is the son of 
Vasudeva Patro of Karana family, who was 
the Guru and court physician of King 
Jagannatha Narayana. 


Col. eff sithagite natrag- 
agqatrata KINANTA HETA 
Araanriaa naan RAMIER FUN 


goaaa att Rma agaaa 


Aanmaak- 
Atifi aa n: Patan: | 


Many were the Khimundi Zamindars who 
had the name Narayanadeva. We have three 
chiefs of the name Jagannatha Narayanadeva, 
according to the geneological list in Robert 
Sewell's Arch. Survey of South India (part H 
p. 186). 

Sarvajna Jagannatha Narayanadeva 

1685--1702 A. D. 


Jagannatha Narayanadeva 
1766—1806 A. D. 
Jagannatha Gajapati Narayanadeva 
1843 -1850 A. D. 


It is likely that the second of these three is 
the patron of Gopinatha. 


Tanadhikara 
We spoke above of a separate work of 
King Narayana or Purushottama on Alan- 
karas and the Sangita Narayana similarly 
quotes a work on Tana, on p. 14. 


agn aman, aar: agarat va- 
Ranzan | gf | 


From the name it is not possible to decide 
that it is a separate work altogether. It may 
be the chapter on Tana in some well-known 


work. 
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Sangita Sjromani 


King Narayana quotes a Siromant an his 
“SUN. (p. 4 Mad. Ms). Again .on p. 33 it 18 
quoted by Narayana on the three Avayavas of 
a Prabandha. 


it age: Patret— 
square: sera: org: ahr: yigi: 1 
qara AÀ apprentice: EAT” 


From its being quoted more than once in 
the Nartanadhyaya also we can see that the 
Sangita Siromani dealt with dance also, | 


The author of this work is not known. The 
Svaradhyaya of this work is described in the 
Catalogue of Mss. of Bengal by Haraprasad 
Sastri. The work seems to be completely 
available in the library of the Bikaner State 
and is described on p. 527 under No. 1124 in 
the Bik. Cat. 


The Sangita Sagara of Pratap Sing 
1779-1804. A. D. 


Jt is said that Maharaj Pratapa Simha 
Deva of Jaipur who ruled between 1779-1804 
A. D. wasa great music-enthusiast, that he 
brought together a number of music experts 
and produced a music work called Sangita 
Sasara. which work, by reason of his patron- 
age of its many authors, is attributed to King 
Pratapa Simha himself. 


Rudra-damarudbhava Sutra Vivaranam 


The Bik. Cat. (p. 519, Ms. No. 1107) 
mentions an interesting music work of 
the above name. Sanskrit Vyakarana 


Sastra says that its alphabet in the Sutras 
agsu etc.. are called Mahesvara Sutras 
because they emanated from the Nada mani- 
fested by Rudra by his hand-drum, damaru, 
which he sounded at the end of his dance. 
There is also this well-known verse on it. 

TMA ASIANA: TATE Tal AIAMAA 
sags: araiaga tagai Rae. 


MAY i 


And Nandikesvara, as mentioned in the 
Vyakarana work named Balamanorama’ 
commented upon the 14 Mahesvara Sutras. 


Every aspect of Nada was made manifest 
from him, the Nataraja who dances the 
great cosmic dance. Siva is the God of 
Vyakarana, of dance and of music. The work 
now under notice, viz., the Rudra Damaru- 
dbhava Sutra Vivaranain seems to give an 
exposition of the legend of the origin of these 
Sutras and of the Sutras themselves as the 
basic sounds of music as derived from Siva's 
Dhakka. The author of the work is not 
known. 


Asoka Malla’s work. 

We know of a writer on music named 
Asoka Malla from the Bik. Cat. (p. 514. Ms. 
1098}. The name of his work is not known. 
it treats of music and dance but only its 
chapter on dance is available in the Bik. 
Library. 

Bharata Nama Dipaka Nada Sastram. 


A work with this cumbrous name fn 
hundred and eleven verses, dealing with dance 
and music is described in the Nepal Mss. 
Catalogue (p. 231). Its author is not known, 


Sangita Sudhanidhi. 

This is a work on music of which we know 
only from a citation from it in Raghava 
Bhatta’s commentary on the Sekuntala 
(p; 185. Kale’s Edn). The work must have 
dealt with music and dance, the quotation by 
Raghavabhatta being one on Aharyabhinaya 
(make-up) which pertains to Natya. 


Sangita Kalpadruma. 

Aufrecht mentions a music work of this 
name and says that it is described in Radh. 38. 
A Sangita Kalpadruma is quoted by Bhava 
Bhatta. We are also told of a S. Kalpa- 
druma by one Krishnananda Vyasa of the 
19th century. 

Sangita Chandrodaya. 

Many Sanskrit authorities are quoted by 

Gangaram in his Hindi Commentary on the 


S. Ratnakara, a complete Ms. of which is in 
the Tanjore Librarv. One of the Skr. works 
quoted is the Sangitz Chandrodaya. It is 
twice quoted in the Svaradhyaya portion. 


P. 60. agaaa — 
aad TZIAZ TA T 
came: raara | 
TNT: TASAT Ag Wara 
aT gesa: TEMA ATT: 1) 
It is again quoted as his authority. 


The verse quoted defines . 
thus : 


ay CARTAN TA 
TaN Aa TITAS | 
ATISAATT TV TAHA 
iqa TERA: | 


on p. 66° 
eR and runs 


The Taladasapranadipika of Govinda. 


‘When one goes through the description of 
Music Mss. in Burnell’s Tanjore Catalogue, 
one will find a work of the above name 


attributed to one Govinda. One is likely to- 


mistake it for a theoretical treatise on Tala. 
I went through the work and found it to be a 
poem in Telugu, in the form of songs on 
Sri Rama, each song however being illustra- 
tive of a Tala. Just as we have Battikavya, 
a poem illustrating the Vyakarana Sastra. so 
also we have here a poem for Tala. It tsa 


atasannerarey. The colophon calls ita 
Tena ZANE and MSFT- 
AET | 

ata sittinagraa semasa Aa- 
gaaaca maA Ras 3 aragfterrararca 
(qagan according to the second 
colophon). 

qa ars asai jamada- 
qaa asgan Aira AEA- 


gannig TIALATAT | 


_ respectively described under Ms 
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Thus this work is similargo Tippa Bhupa- 
las Talaprabandha, a. music composition on 
Siva dlustrating each Tala, which we noticed 
above under Tippa's Taladtptka. Similarly 
we have the Tala Malika compositions on 
108 Talas. of which 55 are available in print, 
of Ramaswami Dikshitar. father of the 


celebrated Carnatic composer. Muthuswamt 
Dikshitar. 


The Natya Chudamani or Svara 
Raga Sudha Rasa of Somanarya. 


The Madras Mss. Library contains two Mss. 
of a work called Natya Chudamani by one 
Somanarya, one a fragment of the Svaradh- 
yaya and the next chapter only and the other 
containing the work completely. They are 
s. R 366 and 
R. 1.998 in the Trien. Cat. 1910—11 to 12—13 
and the Des. Cat. Vol. XXIL The latter Ms. 


- is accompanied by a Telugu gloss. 


The work deals with all branches of music 
and dance. Its author is an Ashtavadhant, 
one who can attend to eight things at a trme- 
He says : . 


AMAA TT AM ATA TET | 
aaga seat fagueacra: ti. 
A fragment of this work was secured from 

private possession by Mr. P. S. Sundaram 
Aiyar and produced as the Svararnava con- 
nected with Sri Tyagayya’s life. (Vide my- 
article on ‘Some more carly writers on music’ 
in the previous issue of this Journal). 


The followers of the Tyagayya tradition 
say that three works Svararnava. Ragar- 
nava and Sudharnava ot Sudhambudhi are 
referred to by Tyagayya in his Kirtana ‘Svara 
Raga Sudha Rasa,’ but I had already pointed 
out that this supposition is not quite sensible 
and that we have in the Mad. Library a Ms 
called by the name * Svara raga sudha rasa’ 
itself, Its Tala chapter with a Telugu. Tike 
is described in the Mad, Orit. Mss. Library, 
Des. Cat. Vol. XXII, R. 12990, This Svars- 


40 


raga sudha rasa qs the same work as the 
Natya chudamant of Somanarya, ter we find 
in the beginning of the Ragadhyaya Soma- 
narva calling his work by that name. 
agaaa AFA ATUITGZICGT | 
aatan SAAT TTT | 
The colophon also says so: gf AIT 5 
mare Marana: HMA: 


Regarding the date of the work, we can only 
say that itis later than that of the author 


of Ragavibodha. Somanatha (1609 A. D.) who ` 


is quoted in the section called TATHALAT 
in the Raga chapter. . 


AITA ra ZUANEAN | 
Raga Pradipa 


There is a work of this name avatlable in 
the Mad. Mss. Library. (Trien. Cat..1913-16. 
R. 1728), Its author is not known. The 
Ms. is incomplete. The work deals with 
Ragas only. In Chap. I the work first enu- 
merates the Ragas by their names and then 
describes 36 ‘Suddha Madhyama Ragas. 


aft qaman: wafer | che RA 
maasta: | Chap. H is devoted to 
oftererarcrartaare | 
Arjunadimata Sara of Suddha Sattva 
Venkatacharya 


Another work on music and dance avail- 


able in the Mad. Library ts Suddha Sattva . 


Venkatacharya’s compilation from the 
various older books. Though it is called 
Bharata Sastra it treats of music amply, 
Chapters 1 and 2 deal with Natya and 2 to 5 
with Tala. 
complete. 


Varnalaghuvyakhyana of Rama 


One Rama seems. to have written a special 
treatise on Verna and a Comentary on it, 


The work is unfortunately in- 


called Varnalaghuvyakhyana (Mad. Trien. 
Cat, 1919-—22. R. 39420). 


qartanriaraa Ne RATEN | 
Cao IEA A: ST AETIA EGT N 


Rama is a Tamilian as is clear from the 
Tamil equivalents of the technical names 
given by him, 


Tala Lakshanam 


This is an anonymous work on Tala avail- 
able in the Mad. Library. (Des. Cat. Vol. | 
XXIL R.. 12993). The work is later than 
Saradatanaya’s Bhavaprakasa which it 
quotes, 


Mridanga Lakshanam. 


This work is on the manufacture, etc., of 
Mridanga Vadya. Its author ts not known. 
Two Mss. of it are available with a Telugu 
Tika inthe Mad. Mss. Library. (Des. Cat. Vol. 
XX IJ. R. 13011 and 13012). The work gives 
in the beginning a new and beautiful story of 
how the frst Mridanga was manufactured by 
Vishnu out of the skin of Vritra and Mura, 
two demons whom he killed. This legend 


thus differs from the one found in Bharata’s 


Natya Sastra according to which sage Svati 
first created the Pushkara drum on a rainy 
day. 


The Sangita Muktavali of Devendra. 


The Bik. Catalogue describes on p. 521, 


No. 1112, a work on music by one Devendra 


called the S. Muktavali. The Ms. there des- 
cribed contains only the last chapter dealing 
with Nartana. Devendra is described in the 
colophon as a master of vocal and instru- 


mental music and of dance. @teyferanfexrarr- 
af | 


Four copies of this work are available in 
the Tanjore Library and all of them are in- 
complete, containing only the Nrityadhyaya 
One Ms. in palm leaf and Telugu script how- 


41 


ever contains a larger portion (Burnell 11513) 
The colophon here gives the author as 
Devanacharya. 


Baada aa agtamaraat ama 1. 


Mr. M. R. Kavi is of opinion that this 
Devana was patronised by king Praudhadeva- 
raya. (A. D. 1420) 


Among the authorities mentioned by 
Devendra is to'be noted anew name Rudra- 
sena which we do not come upon elsewhere. 


MATH STAT: are: atpatishy a | 


The Raga Mala of Kshemendra and the 
Ratnamala of Jathara Bhupati. 
A Pathaka, songster, named Kshemen- 
dra alias Kshemakarna, son of Mahesa. 
Pathaka has written a Raga Mala and the 


Bik. cat. describes it on pp. 56 under No, 
1101. 


aro etc. 


The Bik. cat. says further that this same 
Raga Mala is also called Ratnamala, But, on 
examination, we can see that the catalogue 
has made a mistake. The Ratnamala is a 
separate work written by a king called, in 
a verse there, mammqa: —King of 
Jathara. Perhaps he was the patron of the 
above said Kshemakarna. 


The Oxford Mss. Cat. by Aufrect describes 


two Mss, of this Raga Mala of Kshemakarna 
Pathaka on p, 201b under nos. 481 and 482, 


The Raga Mala of Jivaraja Dikshita 

There is another Ragamatla written by some 
Jivaraja Dikshita. A ms. of this work js 
described in the notices of Mss. by R. Mitra. 
Vol. VH, p. 261. It treats of northern 
Ragas and their Raginis, their Putras 
and the proper times for the singing of each, 
There is this verse at the end: 


Secret tumengaa, | 
umasa aya Aacaaeaa N 


The Raghava mentioned as the prompter 


of the work may be God Rama, some King, | 


his guru, pupil or some friend. 


Tera, WA, Ata:, Baer: 


The oe says WWRIGBACAA. 


the II tour for Skr. Mss. 


Another Raga Mala. 
The Bhandarkar Institute Mss. library 


has a Raga Mala which is called in the end 

crmrer (Ms. No. 384 of 1895-98), 
This small work describes 6 Ragas TNT: 
and agay- 
Tag: | 


The SeA on Music in Oddisa 
Masamantrodayam. 
There is a fragment on Fala Vadyas des- 


cribed under the name atzia Mad. Mss. 
library. (Trien, Cat. 1916-19: R. 2779). 


This ashma, or more correctly according 


to the text, aresarefrait, isa small part of 
a separate section on music in a bi, semi- 
puranic Tantra-Mantra treatise of unknown 
date called the MAAS AEM TAH 1 The 
section now available to us describes the 
Avcanaddha Vadyas, Mridanga etc. The > 
work is cast in the form of a dialogue bet- 
ween Siva and Parvati, the former enlighten- 
ing the latter on various subjects. We tind | 
the following, indicating the nature of the 
work. 


AIRTRAN ISANE | 
qalsiaginrataa arara etc. 


The music section of the Mantra work is 


- given as the sixth section of the 81st chapter, . 


Talavadyas are proposed to he treated ia 16 
chapters. The Vadyas to be dealt with are 
also given as 16 in number—Pataha, Jhallari 
Bhert; Maddala etc. | 


Similarly the Kasyapa Tantra and the 


Uttarakaranagama are said to treat of 
music, 


Sangita Sara Kalika 
From p. 54 of S. R. Bhandarkar's report of 
in Rajaputana and 
Centra! India. we come to know of a writer on 


‘music named Suddha Svarnakara Mosha- 


deva, a strange name indeed, This ‘Arch-thief 
who is a pure Goldsmith,’ for so his name 
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means, is also a master of mathemattc 
besides music and is known to have written a 
commentary on Lilavati. In music, he is the 
author of a work called Sangita Sara Kaltka, 


Sangita Kalika. 
There is another music work with a some- 
what similar name, Sangita Kalika. 


It is quoted by Hemadri ¢ : his com- 
mentary on the Raghuvaisa. “Mad. Ms. P. 


236. R. 2376.) From the syptation it is seen 
that the work dealt with Watya@ also. Hema- 


dris date i iS }250— 17. A.D. 


The Sangita Sudha of Bhima Narendra 
The Oudh Cat. (X p. 12) contains descrip- 


tion of a work called Sangita Sudha, which 


has to be distinguished from the South Indian 
S. Sudha of Govinda Dikshita. The author 
of this new S. Sudha is one King Bhima 
Narendra. 
The Sruti Bhaskara of Bhimadeva 

Another writer named Bhimadeva, who 
may or may not be the same as the above 
said Bhima Narendra is the author of a work 
called Sruti Bhaskara. The work is very 
comprehensive and besides dealing with 
music and dance, it treats of Rasa and drama 
also. 

A Ms. of it is described tn the Bik, Cat. 
p- 530. No. 1129. 
Talakala Vilasa 

In the Ms. library of the Bhandarkar Insti- 
tute, Poona, there is a treatise called Natya 
Sarvasvadipika by Narayana Sivayogin 
and in that work is thrice quoted (pp. . 34, 36 
and 37) a work on Tala called assaka 
of which the author is not known. 


Sangita Manidarpanam. 

The above said Ms. in the Bhandarkar Ins- 
titute quotes another music work of the 
name S. Manidarpanam, of which also the 
author is not known. 

Natya Sarvasva Dipika (also called Adi 
Bharata) by Narayana Sivagogin 

This work is available in Ms. library of the 

Bhandarkar Ori. Institute. (No. 41 of 1916— 


- Narayana, 


The Ms. is from the 


18 ; paper; 16 sheets). 
28a we find this 


Teingu country. On p. 
colophon : 


efa att arkaan annA meaa- 
aAa gacgrizanrecatea JTE- 
gu Ata RaM: | 


On p. 5. the following verse enlightens us 
about the author, his parentage etc. 


Aeq aqaa: aaa: | 
ama: Aafia AUA i 
qtaleHeqslaqaal aaia 
-yaam RNR: | 
acanfasarqerergs: Tiya: 
VRTACAKTS at hrarcragta: N 
' He calls the work as Natyasarvasva Dipika 


and Adi Bharata, GIEC iG] egemtarià. 
The author’s name is also variously given as 
Siddha Sivayogiraja, Siva- 
ghrasan AR 


yogin and as 
(p: 25). 


The Ms. gives a table of contents at the 
beginning, from which we see that the work 
treats fully of Natya and Sangita. In music, 
vocal and instrumental branches are dealt 
with. Tala, Venu, Veena, Dhakkı, Mridanga 
are dealt with Natya of Angas and Upangas 
are given. Bharata is here reproduced. The 
work speaks also of the manufacture’ of ins- 
truments, of bronze Talas etc. 


The work borrows from the Ratnakara, 
Kohalamata is quoted on Tala. S, Chuda- 
mani and S. Vidyavinoda are quoted. Besides 
these, the following new works are known 
from quotations here—Sangitarnava, Tala- 
kala Vilasa and S, Manidarpanam, 


Another interesting work quoted herein is 


qara za, 2 work treating of all the 
arts flourishing in the King’s court, Of these 
works we have spoken above, 


The Ramakautuhala of Ramakrishna 
Bhatta. 


Bhava Bhatta quotes a work called Raga 
Kutuhala. its author is not given by him. 
We come across a work called Rama (ga?) 
Kautuhala by one Ramakrishna Bahatta 
subtitled as Sangeeta Saroddhara which is 
described on p. 518 under No. 1106 in the 
Bik. Cat. It is not unlikely that Rama 
Kautuhala is an error for Raga Kutuhala 
The colophon runs thus: 


fa Annaa aerate amez- 
Aaa we Aer cra: (a?) aae- 
STÀ AKIAAISN JAIR HATAR, | 


The work thus deals with dance also. It 
may also be likely that Ramakautuhala alias 
S. Saroddhara of Ramakrishna Bhatta 
derives its name from being in praise of God 
Rama and thus different from the Raga 
Kutuhala quoted by Bhava Bhatta, 


Sangita Sara Sangraha. 

An anonymous work of this name is noticed 
in Rice's Cat. of Mss. in Mysore and Coorg. 
(p. 292). Oppert also notices it as a Ms. 
available at Conjeevaram (Vol. I. 1052). This 
S. Sara Sangraha must be distinguished 
from that of King Jagajjyotirmalla noticed 
above and a modern compilation of that 
name published from Bengal which we shall 
mention presently, 


The Bharata Sastra of Raghunatha 


A writer named Raghunatha wrote a work 
called Bharata Sasfra on music and dance, 
in the form of a dialogue between sage 
Bharata and God Siva. The work is availa- 
ble in the Tanjore library and is incomplete. 


Its contents are: aaea: | TIAATTAT:, 
Reasi, ASR, TAB, 
aratie:, Tat: and gaat: 


+e 


er 


Burnell has given the name of the author in 
his catalogue as Raghunatha and of the work 
as Bharata Sastram. On the Ms. we find 


acrarrarcraizerctants and = zyaritegyt- 
eracgarataredt. The colophon also 


gives the author as one Raghunatha Prasad, 
which may also mean ‘written by the grace of 


God Rama. wa mama arava 
teary gara ates (Sa) miea- 
at ae a TTT TART | 

The work is in very bad Sanskrit, most verses 
having neither metre nor meaning. 


aag and fa: 


In the T arajore library we have two works 
dealing with’ that branch of Tala called 
RAR, which is ‘ vocal mridangam.’ The 
work called @fgraa has three copies and 
that called af&: bas nine copies. Both of 
them are on GererarsCare. 


(Burnell 11516 b and 11608; New Cat. 10848 
and 10851) 


Sangita Siddhanta of Ramananda Tirtha. 


This work is known to us from Aufrechts’ 
Cat. (see L. 1017). 


agauas (N. p. VI. 28) and qiagen- 
nt: (Radh. 41) are two more works we see 
from Aufrecht’s Cat. 


Raga Chandrika, dealing with Ragas in 
143 verses, Ashtottara Sata Tala, a smal 
work on 108 Talas and a third relating to 
Carnatic music entitled Raga lakshanam are 


three works that have been published from 
Bombay. 


Another work published from 
Bombay is wenfena aafia, ‘treat- 
ment of 140 ‘Ragas’, which borrows from 
Sarngadeva and is wrongly attributed to 
Narada. 


small 


A work called Sangita Sara Sangraha has 
been published from Bengal. It is a modern 
compilation by a scholar named Sourindra- 


mohana Sarma. It is in 6 chapters dealing 
with Natya also in the‘last chapter. 


Some modern works. 

The works of Appa Tulasi dias Kasi- 
natha. i914 A. D. Appa Tulasi aliss Kasi- 
natha wrote twa works in 1914 A. D. (Saka 
1836) named URETA NET: which speaks 
of 120 Ragas of the North from Bhairavi to 
Lalita and @gtaqaract: in two chapters, 
dealing mainly with Ragas numbering 125. A 
third work by Appa Tulasi is on Te” called 
afaaaianget - 


Another modern work of this class is the 


well known sesaemag of Mr. Bhatkande 
Vishnusarma of Poona is another modern 
writer who wrote in Saka 1843 or 1921 A. D. 


his afaasia ge. 


In the south, few have been the modern 
works written in Sanskrit, though the output 
in Tamil and English is noteworthy. But 
some new Sanskrit works are in the making 
and will soon appear in print. One is being 
prepared by Mr. Hulugur Krishnachariar of 
Hubli. another by Brahmasri P. G. Sunda- 
resa Sastrigal. anda third, the latest, called 


arqmanagata or‘ The Music of to-day’ by 


Brahmasri P, S. Subramanya Sastrigal of 
Tanjore. 


Fragmentary Mss. 


Each library and each catalozue. besides 
giving us complete works on Music and 


dance, on Music only, or on a branch of Music - 


only, supplies us with a number of fragments. 
A list of them is appended here. 


I. The Madras Oriental Mss. library 
contains the following fragments. 


L. crmeorferuy (Des. cat. No. 13013) on 


Ragas and Varnas; begins with Sowrashtra 
and ends with Kalyani, 
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2. asmara: (Do. No. 13027), enuma- 
rates 72 Ragas. 
anit a teat aragia gaei: and 
so on and then detines them briefly ; it deals 
with the Carnatic Melakarta scheme of Ragas» 


3. afeqfeatefaarc:— A discussion as to 
what are considered flaws or mistakes in 
songs. The subject is interesting and the Ms. 
is complete, (Trien. cat. 1919-22, R. 3176 f). 


H. The Tanjore library. 

i; zyaeagot—Many fragments with this 
name, giving the /akshana of various Ragas 
are found. | | 

2. qara: 

3. eerie (5 Mss) 

4, arate: 

III. Oppert's Cat. of Mss. in South India— 

Vol. Í. 


L mage: (-850) 3 qazan 
(6166) zrnteqhr: (6167) 3. 4, qaaetgi 
5. eqemeate: (6293) and 6. watery: 


Vol. IJ. Oppert. 


7. Faermeacaag: (5527) 
IV. The Trivandrum library Catalogue. 
p. 80). : 

1. agaga (no. 1422) (artas) 

2. eqxarerfeoerar (1423) | 


V. Report of the search for Skr. Mss: in 
Bombay by Peterson (p. 262). 


ds ayiarcrar: (no. 440). 
VI. The Bikaner Catalogue. 


L apatateeararcara: (p. 515. no. 
1099) perhaps a chapter of some bigger 
work. The Ms. describes the Ragas with 
their Svaras, Murtis and appropriate times 
for singing them. 


SOME MORE NAMES IN EARLY SANGITA LITERATURE! 
BY 


Mr. Y. RAGHAVAN, B.A. (HONS). 
Research Student in Sanskrit—The University of Madras. 


In the paper on Early Sangita Literature 
read by me in the Madras Music Conference 
1931,2 I had noticed the writers from Bhar- 
ata upto Sarngadeva. While preparing a 
paper on Later Sangita Literature, which I 
read before the Music Conference in Decem- 
ber 1932, Icame across some new information 
bearing upon my previous paper and some 
new writers and works belonging to early 
literature. These I propose to give here as a 
supplement to my paper on “ Some Names in 
early Sangita Literature.'” 


Firstly—I had said in the previous article 
that Sanskrit Sangita Literature can be divid- 
ed into three periods, ancient, early and 
later. The ancient period covers works of 
the Vedic period like the Pratisakhyas and 
Sikshas. The early period, I had said, 
covered, up to the time of Sarngadeva, the 
literature beginning with Bharata and 
treating not only of music, vocal or instru- 
mental but also of dance and drama. I had 
said that the last work dealing comprehensi- 
vely with all the three branches of Sangita, 
viz., Gita, Vadya and Nritta is Sarngadeva's 
Sangita Ratnakara and that compared to the 
early literature, the later, after the time of 
Sarngadeva, is only Gita literature,dance and 
drama being left out slowly. This distinction 
between early and later Sanskrit Sangita 
literature has now got to be modified some- 
what. While studying the works after 
Sarngadeva’s time, though I came across 
many works restricting themselves only to 
Gita or even to a smaller range viz. to Raga 
only, I found that there were innumerable 


works, still aware of the fact that Sangita 

meant Gita, Vadya, and Nritta and works that 

treated not only of Vadya but devoted 

one chapter or more to Nartana also. There- 

fore the distinction between early and later 

Sangita literature has thus to be modified. 

During the time of Bharata, Kohala and other 
old writers, music was an accessory to drama. 
Gradually both vocal and instrumental music 
expressed their individuality and as we see 
now, they became independent of drama. 
So early literature of music isa chapter of 
Natya Sastra. Bharata, Kohala, Nandikes- 
vara and others are writers on Natya, whose 
works treated of Drama, Dance and Rasa and 
also contained chapters on music. Latterly 
Natya became a chapter in the works on 
music, as wesee in almost all the music 
works, at least after the time of Sarngadeva 
whose work was the model for later compila- 
tions. Therefore it must now be stated that 
the boundary line between the early and 
later sangita literature is not to be found in 
Sarngadeva's time but some time very much 
earlier. The Sangita Ratnakara is not the 
last work of the early period as said in a 
previous article. Sarngadeva will however 
be temporarily taken by me as giving 
an artificial boundary for conveniently 
dividing the big subject of Sanskrit Sangita 
literature. 


Anjaneya, Yashtika, Dakshaprajapati, 
Matanga and Sardula. 

The first three writers have been noticed 
by me in the previous paper. They are 
separately credited with-music works. But 





1, Part ofa paper read before the Madras Music Conference. 1932. 
2. Published in the Journa! of the Music Academy Madras: Vol, HI. Nos. l and 2, 


we find a legend secorded in Govinda 
Dikshitar’s Sangita Sudha as regards these 
three writers which is as follows: 


sahaa sgh aU 


HIJAN: | 
agratarrgcey aaa aft qat- 
HETT | 
lerra a Eg — 


anarie minti (Rå) aa- 


iii TÄJEFT | 
tå Ra aftirexm mermer e 
TH 
mere serea fing fachat a carat 
earaig TREGIR: | 
a migni RR aracrara a arian Ua- 
TAA | 
wi arkama Qafa mataria f 
TITAS 
wrarea gen rma senres 
MFAT TENT l 


carga rary arag aes feat: 
fea 2fircrat: | 
Adayar Ms,- 


Daksha and others were studying the music- 
lore from Yashtika, a devotee of Sri Rama, 
in a plantain-garden, when Anjaneya appro- 
ached the latter for enlightenment on Desi 
Ragas especially, and for knowing methods to 
bridge the gulf between theory and practice. 
Yashtika taught Hanuman. According to 
it and in accordance with the practice in the 
form of the music sung bythe Yakshas viz. 
the Yaksha Gana, the latter wrote his 
work. From the above story we learn 
these facts. In the big music work known 
as Anjaneya’s, Yashtika is followed on 
Srutis, Svaras etc. and especially on the 
_ Subject of Desi Ragas, Anjaneya’s work, like 


- tributions to the topic of Desi Ragas. 


tat of Yashtika, is important for its con- 
It is 
suggested in the introduction to the Trivan.- 
drum Edition of the Brihaddesi of Matanga, 
that that work is also important for its treat- 
ment of Desi Ragas and that the work itself 
is so called because of its treatment of Desi 
Ragas. And Matanga takes credit for having. 
given as Ragas something not found in 
Bharata and others. 
aaie agh TAFT TATA: | 
frma azgenfa: seasaoragqay P81. 
That Yashtika’s work is important on the 
subject of Ragas is seen from Matanga's 
work itself. Yashtika is earlier than Matanga, 
who quotes him. On the subject of Bhashas 
in Ragas, a whole section of Bhashalaksha- 
nam is quoted by Matanga from Yashtika’s 
work, This chapter has the colophon : 


‘aqinaafzarat «arftaomer 
Arar vat?) JATT: AAT: 1” 

Thus chapter four of Yashtika’s work which 
seems to be called Sarvagama Samhita treats 
of Bhashas and it is reproduced by Matanga. 
From this extract we see that the work 
attributed to Yashtika clubs him together with 
Kasyapa, whose questions on the various 
subjects in music, Yashtika answers. Just as 
here we see Yashtika appearing in Anjaneya’s 
work and also with Daksha, besides being 
associated with Kasyapa in a separate work, 
we find Matanga, figuring in Brihaddesi 
appearing again with Dattila in another 
work called Raga Sagaram, described in my 
previous article, 

Immediately after reproducing Yashtika on 


(NF) 


. the Bhashas, Matanga reproduces 16 Bhashas 


from the work of Sardula. 

In a conversation with me, Mr. Rama- 
krishna Kavi told me that the Trivan- 
drum edition of the Brihaddesi is not 
wholly by Matanga and that the latter 
part of it is the Yasbtika Samhita 


his is not a fact. Matanga's Brihaddesi 
is a big work. It is now made avail- 
able to us in the Trivandrum edition, 
which unfortunately contains only up to the 
6th chapter dealing with Prabandhas. 
Matanga, as has been observed in my pre- 
vious article, is famous for the Vadya- 
dhyaya of his work and more especially for 
the section on flute etc., Susira. The last 
line of the 6th chapter promises that the 
Vadyadhyaya shall begin next. In the 
portion available, Matanga has quoted a 
chapter from Yashtika’s work on Bhashas, as 
also from Sardulu’s work on the 16 Bhashas. 
These quotations do not mean that the Tri- 
vandrum edition of the Brihaddest is a medley 
of the works of Matanga, Yashtika and 
Sardula. ie 


Nandikesvara. 


In the previous article I had observed that 
the name of Nandikesvara was important 
more as regards drama, dance and rasa 
than as regards music, since most of the 
works seen in his name are pure Natya works. 
But fow we see from Matanga that one 
text credited to Nandikesvara treats of music. 
Matanga quotes him thus: . 


alakam — i 
NEATA AACA ASSAT JÄ: | 
marnani maar araa tv 

P. 32, 


Kauhaliya. 


We have noticed the important name of 
Kohala and the works attributed to that 
name, We find that there is another writer 
called Kaubaliya who is probably the son of 
Kohala, Kauhaliya is given as one of the 
18 sages who wrote Sikshas, by Ayya Sastrin 
in his work called the Sapta Svara Sindhu, 
(Vide Journal of the Music Academy, Madras 
Vol. II. No.3. p.148. Mr. P. S. Sundaram 
Ayyar's University Music Lectures). 


Tumburu’s work. 

Though evidences are ‘available as regards 
the existence of a work on music in the name 
of Tumburu, we had not till now any 
reference giving us the name of his work. 
We now come upona valuable reference in 
Lochanakavi's Raga Tarangini, which gives us 
that Tumburu’s work is called Tumberu 
Nataka. Lochanakavi quotes the Tumburu 
Nataka on the times appropriate to each Raga 
“Umi MARIST Geqearze 1”? Tum- 
buru Nataka means Tumburu Bharata and 
from the name we can see that it is an early- 
work treating of music as an anga of Drama 
and Dance. Two verses on the different kinds 
of Dhvani from Tumburu are quoted by Kalli- 
natha on p. 35. 


Bharata- Vistara-and Uttara. 
In connection with the name of Bharata 


and his Natya Sastra we noticed a Bharata, 


an Adi Bharata, whom Raghava Bhatta and 
many others quote and a third called Bharata 
Vriddha, whom Saradatanaya quotes. From 
a manuscript work called Sahitya Sara by 
one Suresvara in the Madras Government 
Manuscripts Library, we hear of a fourth work 
connected with the name of sage Bharata 
called Bharata Vistara, as willbe seen from 
the quotation to be given below. 

Speaking of Kohala, we said that his name 
appears even is Bharata’s Natya Sastra (last 
chapter). In the concluding chapter of the © 
Bharata Natya Sastra, wefind that Kohala is 
one-of the sages who came from heaven to 
earth, for the sake of spreading the art of 
Bharata according to the wish of King Nahus 
sha. Bharata himself says that what he himself 
has not dealt with, Kohala will do in the 
Uttara Tantra, 

JATE Wa AAT ALTET HEURA: | 
ATATTSA TAT ATT MTT STTYAT N 
Jagaca ao Kas: RTA e | 
qana atitansa Prearft ada a 

N. S. XXXVI. SI., 64 and 6$. 


From this we come to know that Kohala’s 
work is called Uttara Tantra, which means, 
that Bherata’s work is also called Purva 
Tantra. But now we come across the 
following verse in the above-said Sahitya- 
Sara of Suresvara, which says, that there are 
two separate works called Kohala and Uttara. 
Giving the sources of his own work, Sures- 
vara Says : 


area weary Paige sacra ikae 
aia seara Pai Pere aatren- 

wre i 

S. S. Mad. Mss. Triennia] Catalogue. 

1916-19. R. 2432, 


Thus Uttara is aseparate work, different 
from the work of Kohala. 


Narada Samhita. 


- We have noticed a Siksha of Narada and 
many other works credited to him like 
Sangita Makaranda. From quotations in a 
Ms. work called Sangita Narayana by 
King Narayana (available in the Madras 
Govt. Manuscripts Library), we now come to 
know of a work called Narada Samhita. 
Firstly, King Narayana quotes Narada 
Samhita on the definition of Gita. 


“ geqaeg arcqefearai— 
aantaaarasa stake rete 1” 
Pp. 6. Mad. Ms. 


There are further citations from this work 
in the same Sangita Narayana on pp, 22, 23 


and 96, From this work being quoted on ° 


Tandava and Lasya in the Nartanadhyaya, 


we-see that Narada Samhita dealt with” 


Natya also. 


Panchama Sara Samhita. 


The above-mentioned Sangita Narayana 
gives us another music work called Pan- 
chama Sara Samhita which it quotes often. 
On pp. 19 of the Ms. a list of Ragas is quoted 
from this Samhita. On pp. 51, Narayana 

g 


quotes this Samhita on the time appropriate 
for each Raga. As against the view of this 
Samhita on this subject, Kohala is quoted, 
with whose views, says King Narayana, the 
practice of the Southerners agrees. There 
is a third extract from the Panchama Sara 
Samhita on pp. 63. Kavi Ratna Narayana, 
son of the teacher of the above-said King’ 
Narayana, quotes this Panchama Sara 
Samhita as also Narada Samhita in his 
music work called Sangita Sarani (pp. 44 
and 45 of S.S. Mad. Ms). Another work, 
Kavichintamani by Gopinatha Kavi Bhu- 
shana, which deals with music in the 24th 
chapter also quotes these two Samhitas. 


Deva Raja. 

Deva Raja is a new writer whom we know 
from Nanya Deva's Bharata Bhashya. It is 
not known whether Devaraja is only Indra, 
the King of the Devas, or he is a historical 
writer. Nanyadeva first quotes him on Graha 
Svara. 

“ager (sc) are—‘attarizat EENT 

zie pi 
Pp. 158 Mad. Ms. 

He is quoted again thrice by Nanya- 
deva but the Ms. gives his name in these 
places variously as 4ta, gaam, and 
IIR. 

Pp. 159. Ra (Za) rst at (sear) e—ag- 
Aai gara aatagatlzat a afsat etc. 

Pp. 159. eq Qa) ast (St) aa— aq F 
geasa: aa Mau à arrarernfaia | 

Pp. 302. qatg @z (4) UW, IATER- 
atà aða ma sarà etc, 7 

Gandharva Raja's Raga Ratnakara. . 

If the King of Devas has a music work in 
his name, the King of Gandharvas also has one 
in his name. It is but proper that Gandharva 
Raja should have to his credit a work on 
Gandharva Veda. Awork on Ragas called 
Raga Ratnakara attributed to Gandharva- 


raja is available in the Tanjore Lib- 
rary. It is described by Dr. Burnell on 
pp. 60 of his Tanjore catalogue. Dr. 
Burnell says that the work is described 
in the Central Provinces catalogue also 
(pp. 96-97). 

Visvakarman. 

While commenting on the chapter on 
‘Make up’ etc., (atatia) in Bharata, 
Abhinavagupta refers to a text of Visva- 
karman on the making of such stage-articles 
as Mahendradhvaja etc., (pp. 20 Vol. III, 
Abhinava Bharati, Mad. Ms.). It is not un- 
likely that there is a work attributed to this 
divine architect and manufacturer, which 
deals with the making of musical instru- 
ments. 

King Narayana, in the Vadyadhyaya (II) 
of his Sangita Narayana, quotes two 
Anushtubh verses of Visvakarman on the 
manufacture of Mridanga (pp. 4 of the S. N. 
Mad, Ms.). 


Sarasvata Grantha and 
Brahaspatis work. 

The Goddess of Arts and learning must 
certainly have to her credit a work on 
Natya-Sangita. We come across a reference 
to her work called Sarasvata Grantha, 
from which and from Nandikesvara’s 
Bharatarnava, one later South Indian writer, 
named Mudumbai Narasimhachariar, com- 
piled a big Natya treatise called Bharata Sar- 
vartha Sangraha. (Mad. Mss. library Trien. 
Cat. 1916-19 R. 2435). This work says: 
aafia ahai afgioacerag I 
agiia arera shrad I 


This same Bharata Sarvartha Sangraha 
mentions Brihaspati, the preceptor of the 
Devas, also, as having written a Natya work. 
One of its colophons runs thus : 


“iaraa geri 
Radga meamea Rada ani- 


qerda —arizacany maraga — a- 


gaara eA faaearaa- 


THU |” 

Somanarya, another late writer on Natya, 
cites in his Natya Chudamani, Brihaspati as 
an authority. 

Vena. 

Vena seems to bean old writer belonging to 
the class of Sages like Bharata. Kallinatha 
quotes him as holding the view that the 
Srutis are nine in number. 

“age g laat gaa: aafrat ala aea- 
a | aarR— 
‘ facate: Pg fire agorfa qa a ! 


aam: aAa: takarni gn” 
Pp. 35, 


The name of Vena’s work etc. is not 
known. Tulaja reproduces this quotation 
from Kallinatha wholesale in his Sangita 
Saramrtam and there we find the mistaken 
form Venya. 


Í am inclined to take the word BCE 


of Kallinatha as Jaara The text is cor- 
rupt. If we take it, as I suggest, we bave no 
writer referred to here, but only the view of 
some sage that, as regards playing on the 
Flute (Venu), the Srutis are nine. 


Some other mythical names. 


The Natyachiidimani of Somanarya (Mad. 
Library Ms, Trien Cat. 1910-13 R. 366e) men- 
tions as auhorities on Natya and Sangita, 

Madhava (i.e.) Visknu, and the two sons of 
Siva, Ganesù and Shanmukha, than whom 
there is none having greater right to enter 
the pantheon of Sangitacharyas. 


There is a work on Natya called Balarama 
Bharata by a King of Travancore called 
Balarama Kulasekhara Varma of the Vanchi 
Royal line. This work is in the Mad. Mss. 
Library (Trien Cat. 1916-19 R. 2265). This 
king can be identified with one of this name 


mentioned by R. Sewell in his Archeological 
survey of South India, as having ruled bet- 
ween 1798 and 1810 A.D. This Bala Rama 
Varma quotes in his work : 

1. A work on Tāla called Sabda Ratndvalt. 

2e, e called Tāndava. 

and three mythical writers Vachaspatt 
(same as the above noticed Brihaspati) Bhrigu 
(mentioned nowhere else) and Agastya. The 
last writer Agastya is mentioned elsewhere 
only by Saradatanaya. 


Aumapatam Gita Sastram. 


A music work of the above name, of 
which the author is given as Umapati, ts 
available in the Madras Mss Library. Trien* 
Cat, 1916--19. R. 2498. The work is small 
and is given an ancient air having been cast 
asa dialogue between Siva and Parvati on 
the subject of Music and Natya. The work 
contains 38 small chapters, the contents of 
which are as follows: 


Lanan, 2. ataqreatceratar. 
Sasatfareatz: . 4. arfwearz:. 5. Egt- 
MATEATT:. 5. are. 7, AET. 


8. QSAR. 9. PSSA TIRTE. 10. H- 
¢ r + 
SSAAISS SAT. Ll. JENTA. 

CIMAATATT:. 


Here ends section 
Svara, Jati and Raga. 


13. RTRBAT. 14. H 1. 15. $- 
eaizaaqiany. 16. Fret aA. 17. 
AFASIE. 18. AQIS 


(This chapter describes various kinds of 
Gitas known as Tripada). 


19. qafla— agare, 20. gerh- 
Mazai, 
Here ends section II treating of some 
compositions like Wat. 
21. 8T-—The work classifies instrumen- 
tal music into three kinds: @wta, firex and 
@. Sajiva (living) is instrumental music 


I treating of Sruti, 
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accompanied by the vocal music of the same 
artist. Misra or mixed instrumental music is 
the playing on flutes, where the throat of 
artist plays a part, even though there is no 
vocal music. Nirjiva or lifeless music Is pure 
playing on Veena etc., without vocal music 

ape BRA 8 R 
feerezata Agaga: fasttat afk Ia | 
So high a place to vocal music or the music 
of Gatra Veena is accorded by this work. 


Chapters 21. qgar. 23. MEAN. 

The Avanaddha Vadyas are separately dealt 

with after treating of Tala. The fourth 
section treats of Talas as follows :— 

Chapters 23. AIF and Wrawaeyats. 24, 
qayer Rame — enaA. 
25. RENEATLJAN. 26. QIEARIYATIEATT:. 

T . 
27. arraga 28. qa- 
GHATSASaTT:. 29, ASSAT. 

Section V deals with drums. 

Chapter 30. speaks of three kinds of Mad- 
dala, Suddha Maddala, Salaka and Sankirna 
Maddalas. 

Chapter 31. ataati— This seems to be 
another kind of drum. 

Section VI treats of Nrttya. 


33. auðra ga. 33, rgo. 34. 
aaraa: 35. geathrag:. 36, gogz- 
NATIA: 


37. Description of the seating etc., of the 
King and the other members of the audience 
to witness dance, description of the stage etc. 


Chapter 38. constitutes section VII 
and is devoted to Prabandhas. Many rare 
works occur here, indicating that the work 
belongs to the early period. 


Mr. Ramakrishna Kavi tells me that the 
above described Ms. of this work in the 
Madras Ori. Mss. Library is incomplete and 
that there are copies of the complete work 
elsewhere. 


The three kinds of Ragas and other Ragas 
coming within these three kinds are repro- 
duced from this Aumapatam in extenso by 
Kallinatha, in his Kalanidhi on S. R. pp. 
228-243, This Aumapata is quoted in the 
Raga Vibodha by Somanatha and by Damo- 
dara in his Sangita Darpanam. 


It is not known whether Umapati, after 
whom the work is named either as U mipati 
Bharata, Umapati Gita Sastra or Umapati 
Tantra, is a historical writer or only God 
Siva who delivers the whole work as instruc- 
tion to Devi. Somaniatha takes Umapati to 
mean Siva. Buta reference to Umapati in 
the Sangita Sudha makes him a somewhat 
late writer. The Sangita Sudha also says 
that Umapati's Tantra follows the views of 
Nandikesvara. 


warren faze ag aediaaatg- 
STE | 

Pp. 442, chap. II, S. S. Adayar, Ms. Vol. I- 
The Sangita Sudha calls Umapati an Adhu- 
nika i.e. a late writer. But it does not mean 
that Umapati was anywhere near the time 
of Govinda Dikshita or King Raghunatha 
Nayaka. For Sangita Sudha calls even 
Sarngadeva as an Adhunika and Sangita 
Sudha, by calling these two writers Adhunt- 
ka, contrasts them with the still more old 
mythical persons like Siva, Arjuna, 
Nandin, Bharata etc. Though we are not 
able to fix the lower limit to the date of 
Umapati’s work, we can say that it is nota 
very late work. The upper limit of its date 
can be known satisfactorily. The Aumapat- 
am while explaining the relation between 
Sruti and Svara in Chapter I, compares 
their mutual relation to that between the 
Vibhavas, Anubhavas, etc., and the Rasa, the 
former being the Vyanjaka, the suggesting 
elements and, the latter the suggested. 


sroga g at stati wat feat | 


afte zgh qari TwICaaMee Il 
Pp. 3 Mad. Ms, 


? 


Here WaT? is W-TaTaAH, the Vibha- 
vas etc, which suggest the Rasa which 
is called Vakyartha. This forestalls 
Ananda Vardhana, the great Alankarika of 
the 9th century and hisideas of Dhvani and 
Rasa, Therefore the Aumapatam is defini- 
tely later than the 9th century. It may even 
be later than Abhinavagupta or even Mam 
mata. 

Mammata’s Sangita Ratna Mala. 


Mammata is a well-known Kashmirian 
writer on Alankara, who wrote the standard 
Kavyaprakasa. He flourished between 
1050 and 1150 A. D. Scholars were aware 
up till now only that he was a writer on 
Alankara. From numerous quotations in 
King Narayana’s Sangita Narayana and Kavi 
Narayana’s Sangita Sarani, we come to 
know now, that this Mammata has written a 
work in music also called Sangita Ratna 
Mala. The following are some quotations 
from Mammata’s Sangita Ratna Mala found 
in Sangita Narayana (Mad. Ms). 

l. Pp.20, WeazlaiaHna aFiacaarat- 

4{—BA TATA etc. 

This extraet gives a list of 6 Mela Ragas 
and other Ragas. 

2. LHBAIATES HIRT: MERNI 
eatahrt TRAN TEAR: 1” 

3. On pp: 27 this work is quoted as opining 
that there are three varieties of the Varadi 
Raga called Suddha Varadi, Dravida Varadi,. 
and Desa Varad. 

4. On pp. 28 we find that, as against the ~ 
Sangita Sara which gives Gurjari as having 
two varieties, afrai and ATTA: 
the S. R. Mala has given ten varieties of 
Gurjari Raga. “ teaQtarat g ‘FAT THT 
Tay nggk | amga faan |” 

5. On pp. 33, 34 and 36, it is quated 
on the personified Murtis of the Ragas 


HUSTLA, AFAN, MECCA 


6. On pp. 53, there is a quotation from it 
on the proper time for singing certain Ragas. 
“cepteatal— 
JaA cea a wad gnh = | 
r - >» sy 
askata a3 da ershraraé | 


7 On pp. 73,a verse is quoted from it 
showing the gods dwelling in each of the 
sounds in the word Tala. 


“caararai— 
THE egan ATS wart Kregyesae 1 
watt AEA: ATH: aS FAT Tarra y” 
8. Onpp. 21 it is mentioned as an au- 
thority along with other works. 
aitaarc—altaras—caatet— 
aware -ga aana i 
Sangita Sarani gives a quotation from the 
Sangita Ratnamala of Mammata, which 
says, that there is no end to the number of 
Ragas or Talas, Vadyas, or compositions. 
a umni a atstat a ararat fasrva: | 
aià taana aedt ania aAA N 
The Sangita Ratnavali of Somesvara. 
1174-4177 A. D. 
|, In the previous paper . we noticed 
the Chalukyan King Somesvara of Kalyani, 
whose contribution to Music is a big 
section on that art in his Thesaurus called 
Abhilashitarthachintamani or Manasollasa. 
There is another Somesvara, who has 
written a music work called Sangita Ratna- 
vali. Sarngadeva’s reference to a Somesvara 
may be to either of these two. 

The catalogue of Mss from Gujarat, Kara- 
chi, Sind and Khandesh describes on pp. 244 a 
Ms. of this name, as the work of one Soma- 
rajadeva who seems to be the same as Somes- 
vata. A Ms. of Sangita Ratnavali in the 
Baroda library is also said to give the 
author as Somarajadeva. This Somarajadeva 
or Somesvara is identified “asa Pratihari of 
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" Vide Literary Su pplements of the ‘Hindu’, Madras, 


the Chalukya king Ajayapala of Gujarat 
(A. D.1174-1177)." (Vide Introduction tg 
Bhava Prakasa, Gaekwad Edn.) 


Svararnava and Svara R..ga 
Sudha Rasa. 

Contending against Veena Vidvan 
L. Subramanya Sastriar* tbat Sri Tyagayya 
never followed Venkatamakhi'’s Chaturdandi- - 
prakasika, Mr. Srinivasa Raghavachariar says 
that Tyagayya refers in his Kirtana * Svara 
Raga Sudha Rasa ” to three works “ Svarar- 
nava,” “Ragarnava” and “Sudharnaya.” 
Tradition perhaps speaks only of one work 
“Svararnava’ as Mr. Sastriar has pointed out 
in his reply. That work Svararnava is said 
to be the work of Narada, who himself gave it 
to Tyagayya in the guise of a Sanyasin. 

In the literary supplement of the Hindu 
of a further date, Mr. P. S. Sundaram 
Ayyar of Tanjore informs us that the section 
on Ragas of a work called “Svararnava”’ 
written by one Somanarya was discovered by 
himin the family of the descendants of 
Syama Sastrigal and that a copy of that 
manuscript has now been deposited in the 
Tanjore Sarasvati Mahal Library. Soma- 
narya is not a name unknown. in later 
Sanskrit Sangita Literature. In the paper 
on Later Sangita Literature, which I read 
before the Music Conference recently in 
December '32, I spake about this Somanarya, 
who was well known as proficient in Ashta- 
vadhana, attending to eight things at the 
same time and who has written a big treatise 
on Music called Natya Chudamani, two Mss. 
of which work, one having only the Svara- 
dhyaya andthe other complete, are available 
in the Madras Government Oriental Mss. 
Library. (Descriptive catalogue Vol. XXII. 
R. 12998 and Triennial catalogue 1910-11 to 
1912-13 R. 366.). The Ms. containing the 
work completely 1s accompanied by a gloss in 
Telugu. The work reported from Tanjore 


1932, December 20th, 26th, and afterwards, 
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may be a part of this Natya Chudamani or 
may be another separate work of Somanarya. 
If this Svararnava reported from Tanjore is 
really the work spoken of, as given to Tya- 
gayya by a sage, scholars will do well to 
examine this Natya Chudamani in the 
Madras Mss. Library, since it is a work by 
. the same Somanarya. 


It will be highly useful if Mr. Sundaram 
Ayyar of Tanjore will examine the Ms. of the 
Svararnava mentioned by him and write in 
greater detail, whether it is the work, on whose 
theory is based Tyagayya’s music, and whether 
it isset in the style of a dialogue between 
God Siva and Devi, as the song of Tyagayya 
says. 


If it isnot so proved, this Svararnava of 
Somanarya is different from the work given 
to Tyagayya. Further, I hear that the story 
is that the manuscript left with Tyagayya by 
the unknown sage was laterly found out by 
Tyagayya tobe the work of sage Narada 
himself but not the work of Somanarya. 
Another question arises as regards this story 
of the Svararnava. Did Tyagayya get this 
work on the theory of music in the middle of 
his career? What was the textual basis for 
his earlier music? Is the ascription of the 
work to Narada only a story? Finding that 
Tyagayya’s music had deviations, did any- 
body named Somanarya write a treatise for 
Tyagayya's music after his time? Mr. Sun- 
daram Ayyat may enlighten usa good deal 
with the help of the Ms. of Svararnavam. 

The other two works mentioned by Mr. 
Srinivasa Raghavachariar, as alluded to in 
the abovesaid Kirtana, are Ragarnava and 
Sudharnava. There is really a work called 
Ragarnava. I spoke of this work-also in my 
paper above referred to, Somanatha quotes 
the Ragarnava in his Raga Vibodha and 
following him Damodara also in his Sangita 
Darpana. Sarngadhara, an anthologist, uses 
Ragarnava for compiling a small music- 


section in his anthology—Sarngadharapad- 
dhati. Thus Ragarnava, is earlier than 1300 
A.D. which is the time of Sarngadhara. 

The name Sudharnava does not give us much 
indication as the name of a work on musie, 

Lastly, I wish to point out, in connection 
with the music-work alluded to in the song 
“Svara Raga Sudha Rasa”, that there is 
really a music-work in Sanskrit called. 
“Svara Raga Sudha Rasa”. Unfortunately 
that work is not completely available. Of 
this work also I spoke in the recent confer- 
ence. The Tala section of this work, called 
Tala-dasa-prana-lakshanam, with a Telugu 
gloss, is available in the Madras Mss. Library 
(Descriptive catalogue Vol. XXII. R. 12990) 
I invite the attention of music-scholars once 
again to this fragment of the work “Svara 
Raga Sudha Rasa” with which Sri Tyagayya 
has opened one of his Kirtanas. 


A work of Vyasa. 

Writing in the Hindu literary supplement 
Tuesday, 20th December, 1932, Mr. 
C. R. Srinivasa Ayyangar says that there is 4 
work called Vyasa Kataka and that some 
attribute the baptism of the 72 Mela-Raga 
scheme to that work. The information is 
from the book of the late Abraham Panditar, - 
who mentions that book as having been seen’ 
byhim. Itisalso said that Mr. Abraham 
Panditar has once said that the book was 
seen by him in the hands of the late Puchchi 
Ayyangar but that this statement could not 
bear verification. 

First of all, the word Kataka in the name 
of this imaginary work does not give any 
sense. Secondly, Vyasa isa rare name in 
Sangita literature, the only writer to men tion 
his name in connection with Natya Sastra 
being Saradatanaya. Thirdly, I have not 
been able to find any such work, or any such 
name or any work of Vyasa in the Tanjore, 
Madras or Adayar libraries or in the cata- 
logues of the libraries available. 


